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ABSTRACT
Guided Imagery and Its Role in Creativity and
Expression in the Art Work of Adolescents
(February 1982)
Roberta Ellen Leff, B.A., University of Massachusetts
M.A.T., University of Massachusetts
Ed.D., University of Massachusetts
Directed by: Professor Judithe Speidel
The normal course of development in art usually reaches a plateau
in adolescence beyond which further expansion of creative expression
rarely takes place. The essential causes of this plateau are generally
considered to be related to increasing self-consciousness in adoles-
cents caused by growing awareness of societal and/or peer influences and
expectations regarding their visual expressions, and increasing reli-
ance upon logical modes for thinking and verbal means for communicating.
Thus, earlier productions characterized by creative schemas synthesizing
color, line and shape are replaced by unimaginative, stilted and stereo-
typical reproductions.
This study is an approach to altering the adolescent plateau in art
development via a device which attempts to alter accepted modes of per-
ceiving, knowing, and depicting, and to stimulate latent, creative im-
aging. The vehicle used is Guided Imagery Technique (GIT), a process by
which suggestions, offered by one individual, alter and/or direct the
images fantasized, processed and produced by another. GIT is character-
ized by general relaxation of participants, and reduction of external
and internal stimuli considered to impede creative processing.
A stratified sample based on reading scores involved 10 "high" and
VI
I10 "low" 7th grade students in drawing a garden during three treatments
presented via taped instructions over four-week intervals. Passive ex-
posure to instructions of "Draw a Garden" (Stage 1) was followed by in-
formal goal directed instructional "Draw a Make-Believe Garden" (Stage
2) and then GIT for Stage 3 drawings.
Quantitative and qualitative measures were used to analyze results,
including self-questionnaires, blind judging of drawings for creativity,
direct observations, and personal interviews.
Findings indicate that drawings from Stage 3 (GIT) showed a signi-
ficant gain in creativity in both groups compared to other stages. The
"high" group experienced a larger gain than the "low." A group differ-
ence in progression through stages was also noted. Students reported
involvement with GIT enhanced their imagination, vivified imaging, freed
them from conventional restraints, thus facilitating creative drawing,
and served as an experience they wished to repeat. Marked changes oc-
curred in degree and type of student involvement during Stage 3 (GIT)
over other stages.
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CHAPTER I
GUIDED IMAGERY AND ITS ROLE IN CREATIVITY AND EXPRESSION
IN THE ART WORK OF ADOLESCENTS
Introduction
A child of two, discovering a magic marker, manipulates it across
a blank page. Both child and adult observer delight in the discovery
and making of squiggly marks. Expression through visual art has begun.
Around four, brightly painted smears of seemingly exquisite balance and
richness of color are enthusiastically signed and dutifully taped to the
refrigerator door. At eight, controlled lines and recognizable graphic
images combine in fresh compositions and are proudly added to the grow-
ing collection. But as the child enters adolescence, there is an abrupt
change. Multiple, but often futile attempts, are now made to meticu-
lously reproduce a given object. The results, often stilted, usually
lacking much of the freshness, spontaneity and originality of earlier
phases are now disowned and frequently discarded. Often this heralds
the end of creative art expression and artistic development for the in-
dividual. Twenty years later the art work of most adults will be in-
distinguishable from the work done when they were twelve.
Statement of the Problem and Its Significance
Those first "art" productions of the child at two reflect almost
purely kinesthetic movements (Lowenfeld, 1970; Eisner, 1976, Kellogg,
1969). Symbolic formations begin to emerge from common scribbles around
four (Lowenfeld, Eisner). Over the next five years, as aesthetic and
1
2perceptual sophistication appear, the developing schemas reflect a cre-
ative synthesis of color, line and shape. This progress, exhibiting a
"remarkable consistence of visual language" (Lewis, 1975), seems to be
unaffected by most environmental and hereditary factors such as race,
sex and culture. It does, however, reflect "persistent regularity and
stability of stages which are highly correlated with age" (Eisner, 1976).
Yet, as the child reaches adolescence, this course of development
in art seems to peak and then plateau (Edwards, 1979; Eisner, 1976;
Gardner, 1973; Kaufman, 1966; Brittain, 1968). The adolescents' expres-
sive and visual coimiunicative capacity, their artistic sensitivity and
creativity seem to develop little, if at all, beyond this point, while
other areas (i.e. neuro-muscular, intellectual) develop apace.
After charting the course of normal development in art and the fac-
tors which seem implicated in its adolescent plateau, this study focuses
on procedures which may facilitate creative artistic growth in adoles-
cents and help minimize or bypass their developmental plateau. These
procedures include: attempts at altering some of the accepted modes of
perceiving, knowing and depicting; stimulation of latent imaging which
might have accounted for earlier artistic spontaneity and freedom; and
freeing the imagination to expand .into unrestrictive, creative visual
art expression.
Definition of Terms
Guided imagery is a process by which suggestions, offered by one
individual, alter and/or direct the images fantasized, processed, and
produced by another individual.
3Guided imagery is used in this study to describe the activation of
imaging, the freeing of the imagination and the possible achievement,
as a result, of an enhanced creative expression in art.
The term guided imagery" is synonymous with such terms as "goal-
directed fantasy" and "imagining with suggestion," and shares, with
them, some of the characteristics of what is described as an "altered
state of consciousness" (Spanos, 1971; Barber, 1974; Bowers, 1972; Coe,
1974; Khatena, 1978). In that state it appears that logic can be more
readily suspended and familiar pathways more easily abandoned in favor
of less restrained, more spontaneous ones as new links are forged (Bar-
ber, 1974; Khatami, 1978). This study will be confined to the explor-
ing of the role of guided imagery in expression generally, and in cre-
ativity specifically, in the art work of adolescents.
The Theoretical Framework: Review of the Literature
The review of the pertinent literature is divided into four sections.
The first section examines the stages of artistic expression from approx-
imately age 2 through age 14. This establishes the necessary background
for examining the special facets of adolescent art that are discussed in
the second section. The latter also details the special factors that
seem to hinder further development in art during adolescence. The third
section examines the definitional, dispositional, operational and be-
havioristic aspects and some approaches to understanding and viewing
creativity in art. Finally, the fourth section discusses guided imagery,
focusing on its role in the creative process and exploring its roots in
history, with reference to suggestive technigues and altered states of
4consciousness from which it derives.
Delimitations of the Study
Four seventh grade art classes in the same school containing a
total of 80 students participated in this study. The school assigned
each of these students to one of the four classes on the basis of indi-
vidual scoring on standardized instruments. As a result, there are cer-
tain limiting factors.
First, as indicated, the population was restricted to the seventh
grade. Thus, it is possible that the resulting data cannot be general-
ized to include an elementary and/or high school population. Second,
because of the pre-set groupings established by the school, and because
two other groupings in the school were not used, the population of the
study does not represent a random sampling of all art students in the
school
.
The third delimitation concerns those students who did participate.
Art is not an elective subject in the school which they attend, there-
fore there is a variety of interest and talent represented within each
group. Since the treatment in the study involved the group as a whole,
individual differences could affect the results.
Time lapses of four weeks between phases of the study comprise the
fourth factor. It was not possible to control for general learning and
specific art experiences that transpired in those intervening periods
and the possible influence of such learning and experience on subsequent
phases of the study.
Lastly, expression in art is the sum of many impressions, interpre-
5tations and experiences. Just as different environments have molded
each student into a unique individual, so has each student molded, in a
visual way, a graphic image and representation of his or her environment.
This complex nature of expression in art and the individual variables in-
volved which cannot be controlled, must be considered when interpreting
any changes in representation that result from the experimental treat-
ment of the study.
Organization of the Study
Chapter I: Guided Imagery and Its Role in Creativity and Expres-
sion in the Art Work of Adolescents: Introductions;
the problem and its significance; Definition of terms.
Theoretical framework--review of the literature; De-
limitations; Organization of the study.
Chapter II: The Theoretical Framework: a review of the literature
in four areas:
1. The stages of development in artistic expression
from approximately age two through age fourteen.
2. Special factors that seem to hinder further devel-
opment during adolescence.
3. Definitional, dispositional, operational and be-
havioristic apporahces to creativity in graphic art.
4. A discussion of guided imagery and its role in the
creative process with reference to suggestive tech-
niques and altered states of consciousness from which
it derives.
Chapter III: The Experimental Design: the research hypotheses
(major and minor), subject population, and identifica-
tion of variables (implied).
Chapter IV: Instrumentation: measurements used in the study, re-
liability and validity data.
Chapter V: Procedure: details of the study to be carried out,
stages of the study, administration of stages and of
measurement devices.
6Chapter VI: Presentation and Analysis of Quantitative Data
Chapter VII: Presentation and Analysis of Qualitative Data
Chapter VIII: Interpretation of Results
Chapter IX: Implications: directions for further study and recom-
mendations for possible incorporation of such tech-
niques into the art curriculum.
CHAPTER II
REVIEW OF THE LITERATURE
Development 1n Art: Two Unique Facets of the Process
The first "art" productions of the child at about age 2 reflect al-
most purely kinesthetic involvement. Symbolic formations begin to emerge
from undistinguishable scribbles around four. Over the next five years,
as aesthetic and perceptual sophistication accrue, the developed schemas
reflect a creative synthesis of color, line, and space.
This type of progression is not unique to art. It is but one of
the expressions of the human potential. What is unique here, however,
is that this particular progression seems essentially to defy most en-
vironmental and hereditary factors such as race, sex, culture as it goes
from stage to stage. It is only an occasional impairment or special fa-
cility that causes the sequence to deviate.
Secondly, and of particular interest is that this course of develop-
ment in art appears to peak prior to adolescence and then reaches a pla-
teau with its advent. The adolescent's expressive and visual communica-
tive capacity, his artistic sensitivity and creativity appear to develop
little, if at all beyond this point while other areas (i.e. neuromuscu-
lar, intellectual) develop apace.
Goethe could well have been addressing the adolescent art student
when he observed that "if children grew up according to early indica-
tions, then we should have nothing but genuises. But growth is not
merely development. . .after a certain time scarcely a trace is to be found
7
8of many of these capacities and manifestations of [aesthetic] power"
(quoted in Gardner, 1973, p. 21).
To address the first issue, that of developmental progression in
art, the historical relationship of the child to his art work is re-
viewed.
Children and Their Art: An Historical Perspective
Man's earliest markings on cave walls form the basis for a study
of human expression in art. Those and subsequent works fill museums and
the color plates of art history texts. Yet among these works there are
but two known samples of the markings of children. These are a sketch
by the 16th century artist Giovanni Francesco Carotoin which a child is
depicted looking at a drawing of his own and a figure on a Minoan child's
slate (Gardner, 1930).
One can conjecture that the projects of the child, like the child
itself, were deemed unimportant. The children came into being only when
considered a miniature of the adult. Thus, their work gained recogni-
tion only when it could compare to that of the adult.
As art entered the school curriculum, it was related to quite un-
childlike phenomenon, with both purpose and result discussed in the ter-
minology of the adult artist. In the early nineteenth century, for ex-
ample, "art" was considered to mean drawing, and was included as an area
for study because it would improve penmanship, and more importantly, be
a means to succeed in an increasingly industrialized society that demand-
ed craftsmen and designers (Eisner, 1970).
Walter Smith, considered a pioneer in the field in art education.
9came to prominence in Massachusetts as Director of Art for the State and
Supervisor of Art for the city of Boston in the 1870 's. But because the
purpose and production of art reflected solely societal needs and views,
his approach to "art" consisted of copious exercises for correctly dup-
licating objects set in front of the child. By so doing, Smith felt the
"proper" visual and motor habits would be developed. The child, pre-
viously untrained could thus evolve into a skilled adult observer (Efland,
1973).
Children, as special individuals with unique needs and modes of ex-
pression, became the focal point of G. Stanley Hall and his child study
movement in the 1880's (Eisner, 1970). For the first time, he set forth
the suggestion that children moved through stages of development in their
art work. But this was a view that was not shared by Maria Montessori.
At the turn of the century her influential voice loudly and unrestrained-
ly proclaimed the child and children's art as "monstrous (deformed) ex-
pressions of intellectual lawlessness, showing only that the eye of the
child is uneducated, the hand inert, the mind insensible to the beauti-
ful and ugly and reveal not the soul, but the errors of it" (Efland,
1973, p. 63).
Psychological and particularly psychoanalytical issues gained entry
into art education theory in the 1940's and later prominence in discus-
sions of children's art. Herbert Read, in his treatise on education and
art, recognized that artistic works of children were not mere attempts
to imitate that of adults. According to his theory, the internal
individuation-integration process of unfolding took place, however, in
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isolation, with the developing child in art sheltered from possible dam-
aging influences (Read, 1956). Viktor Lowenfeld’s "uninterrupted inte-
gration" functioned best in a similar vacuum (Lowenfeld, 1970). Both
views were in contrast to what Manuel Barken described as the "transac-
tional process." His theory involved interaction between the viewer and
the work, and therefore required subsequent involvement of the outside,
a factor Barken saw as inherent in the development of drawings of chil-
dren (Barken, 1951).
Philosophical and psychoanalytical issues have gradually, however,
taken a secondary role in the study of the art of children over the last
thirty years. No longer couched in language appropriate to work of the
adult artist, the theory of children's art has become a means of under-
standing artistic development and behavior, a means of studying a child's
personality, and a measure of his psychological health and maturation.
Developmental Differences: the Growing Child's Stages of Art
Most researchers on the stages of development in art agree that
children exhibit a marked consistency of visual language (Lewis, 1975)
throughout the unfolding process and a "persistent regularity and stabil-
ity of stages which are highly correlated with age" (Eisner, 1976).
Lowenfeld (1970) considered intellectual, perceptual and aesthetic
growth as influences in the noted age differences. Further, he observed
an increased understanding and awareness of visual relationships as well
as the ability of children to organize their feelings into graphic ex-
pressions which can communicate these elements to the viewer.
The first step in Lowenfeld 's hierarchy is the "Scribbling Stage,"
ninvolving purely kinesthetic activity. The symbolic activity of the
3-4 year old is not yet realized nor is there any notable control over
the movements. From age 4 - 7 the child's work is fragmented. Discovery
of shape, content, color, begin with a sense of control and development
of symbolic understanding. This is the "Pre-Schematic Stage." The be-
ginning restraints of the pre-school child are dropped and the attempt
to communicate, to convey thought and feeling beyond speech occur (Kauf-
man, 1966). This pre-schematic stage ends at approximately age 7 when
it evolves into "Schematic Stage." This stage, considered by Kaufman
the most distinct one in children's art, lasts until the child is about
9. Subheaded the "achievement of form concept" this stage is character-
ized by schemas (or symbols) which are personal and are repeated over
and over while undergoing modifications. Lowenfeld saw this as repre-
senting the child's "active knowledge" of the object. Characteristic of
this period is the "X-ray" vision, something Arnheim (1964) sees as a
delightful invention on the part of the child to represent the interior
of a closed object. Through this device the insides of an object such
as a car engine are seen, as well as the outline of the car. Spatial
representation is achieved through "folding-over" devices (houses perpen-
dicular to a street but upside down on one side) and "birds-eye views"
(objects seen laid out flat, as from above, with no spatial relationship
to any base line).
"Dawning Realism" is the term Lowenfeld used to characterize the
art work of the 9-12 year old. It is also referred to as the "gang
age." The marks and shapes that now appear are symbolic rather than
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representdti v6 of th6 objects depicted. The child is much more aware of
detail and every effort is made towards representational imagery. Most
efforts, however, are inadequate. As Lowenfeld pointed out, there is
little relationship to naturalism as the child still does not incorpor-
ate light changes, nor the effects of motion into the work. Drawings of
this period are stiff and formal, yet earlier attempts at protraying
space and distance are also criticized by the child. The freshness of
those earlier endeavors begins to be overshadowed by
"... a halting and hesitant grappling with the spatial
realities of form and the need to delineate the shape
of things in a socially accepted and approved manner.
The latter becomes constrained by the traditional
values that are largely operating while the welter
of representational data from the outside creates
acute problems of technique, material handling, and
form making" (Kaufman, 1966, p. 255).
These factors usher in the "Age of Reasoning," the pseudonatural
-
istic period characteristic of adolescent art. Lowenfeld described it
as the point at which spontaneous activity ends and reasoning begins.
Typified by marked self-consciousness and sharp criticism of their own
work, it frequently becomes the children's last formal training and the
peak of art expression for the rest of their adult lives.
Furthermore, there is a change in imaginary activity from the un-
conscious to critical awareness. Lowenfeld pointed out, that the teen-
ager can no longer play with a crudely carved wooden gun. At this stage,
more than clothing is necessary to distinguish male and female figures.
The character of the clothes themselves becomes important. Visual aware-
ness is also more acute. Red is no longer a solid blotch of color, but
varies with light, and movement. Distance means changes in size, light,
13
detail and color. Aware of the world around them, adolescents become
ever more frustrated in their attempts to replicate what is "seen."
The finished product falls far short of their demands and expectations.
Especially sensitive to the criticism of peers and adults, adolescents
turn away from expressive modes and retreat to less demanding schemas
such as cartoons. Lowenfeld's work has had the most influence in art
education, and his haptic-visual explanation of perceptual behavior has
become the foundation for many art education theories.*
Normal growth and development in art has also been extensively
studied by Rhoda Kellogg (1969). Her work, done over a period of years
and drawn from the work of children (ages 18 months to 10 years) all over
the world, has led her to believe that the "graphic evolution" that takes
place from the first scribble to the final pictorial stage is the same
for all children. This development in art is basic, innate and constant.
Specific images and certain characteristics of a child's work emerge or
are predominant at predetermined levels because the child has learned
from his/her previous works. Briefly these stages are as follows: (see
Figure la and lb)
1. Basic Scribbles : Up to age 2... the result of spontaneous move-
ment from muscle tension/relaxation without visual guidance.
A distinction based on two creative types which is determined by the
end product and attitude towards the world of experience. The visual
individual is an observer, who sees how something looks, and feels like
a spectator. The haptic individual is concerned with perceptions that
derive from other bodily and subjective experiences and feels emotional-
ly. Subjective values determine the form and content of the work of the
haptic whereas light, shadow, color translate into the visual's form.
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2. Placsment pattern : Age 2... area where scribble occurs requir-
ing some eye guidance and is the beginning of controlling shape.
3. Diagrams
: (shape stage) Age 3. . .beginning of formations and
perception of shape.
4. Aggregatp : Age 3 - 5. . .combinations of shapes and designs
that mark beginning of personal style, repertoire of child.
5. Mandala : Age 3 - 6... a circle divided by one or more crosses
marks a major step in the sequence from abstract to pictorial
forms from which the later human figure will develop.
6. Suns : After age 4... a sun shape (not a "sun" according to
Kellogg) and marks further learning and progression to subse-
quent forms.
7. The Humans : Age 4 - 5... forms based not on observations but
rather from aesthetically pleasing compositions and combinations
from previous stages. Problems arise in this stage of develop-
ment when adults give labels to what are actually formulas that
the child has developed. "Represent an advanced stage of child's
evolving mental capacity to create complex gestalts of great in-
terest to the eye."
8. Early Pictorialism : Age 5 - 6... animals, buildings, vegetation,
transportation based on combinations of previous schemas.
Many in the field have difficulty accepting the Kellogg contention
that the pictorialism of the child is not based, even in part, on visual
experiences. She considers the distortions extant in the child's work
part of an innate pattern unrelated to what the child sees. Arnheim,
however, sees distortion as a compromise of the forces of visual percep-
tion and knowledge. He believes the structural equivalents are there
though the perspective is not. Although she does not address the work
of the adolescent per se, Kellogg suggests that the visual language,
which she has carefully researched exclusively in the young, probably
forms the basis for future production after what she calls the "Early
Pictorialism" stage.
15
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Six Examples of Scribbles
Vertical Half Baseline Fan
Placement Patterns
Aggregates Handalas
Figure la
The Stages of Development in Art as Portrayed
in the Work of Rhoda Kellogg
Figure ib
The Stages of Development in Art as Portrayed
in the Work of Rhoda Kellogg
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Elliot Eisner (1976) has also outlined the characteristics of draw-
ing that mark developmental change. His earliest phase is characterized
by kinesthetic movements, the "function-pleasure" stage where emphasis
is on the doing. Ending at age 3, it is followed by a period of "pic-
tographs." Until approximately age 9, the child will be involved in vi-
sual materials from which forms will be created to convey ideas. Accom-
panied by inventions through which ideas can be "published," this is the
visual story telling period. It is marked by centration of figures and
objects where the relationships to the primary form are neglected and
the work is often seen as less than a whole. Freshness, originality and
creativeness of images are predominent features of this period.
Around the age of 10 the representational stage occurs with its em-
phasis on "looking right." Communication, along with skill and persua-
siveness are paramount here. Early adolescence heralds "aesthetic ex-
pressiveness," the heart of artistic experience. A heightened ability
takes place in which forms are created which express non-verbal ly, things
which might otherwise remain unexpressed. According to Eisner, construc-
tion, organization and skill are necessary, but they are not sufficient
conditions for creating art. Unfortunately, few adolescents will reach
artistic mastery as they struggle with the dynamics of adolescent art de-
velopment (Figure 2).
Hilda Lewis' graphic illustration of the evolution in the child's
treatment of space from approximately age 2 to adolescence is presented
in Figure 3. For Lewis, development and progress in drawing are defined
as the "rendering, ever more fully the structural characteristics of a
18
Figure 2
Visual Examples of Thirteen Levels of Children's
Treatment of Space in Drawing
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3-dimensional object within the limits of a 2-dimensional medium" (1975,
p. 15). The course that leads to expertise in depicting spatial rela-
tionships begins with the scribble. The ability to plan the content in
advance accrues with age. As children approach adolescence their intent
is to capture reality, a reality that has been defined by them and which
may not coincide with that of the adult. Once again, the issue of "real-
ness" and "rightness" and its relationship to visual experience comes
into play.
By examining the manner in which a cube is depicted by a child,
Lewis illustrated her premise that developmental stages should be "more
properly considered a quality of drawing performance than an attribute
of the child at a given point." The very young child will represent the
cube as a square where all sides are presented in one view. Around age 6,
two sides appear but without regard to actual spatial relationships.
Different planes, though not yet forming a cube, appear in the drawing
of an 8 year old. By 12 a cube is accurately represented (see Figure 3).
The adolescent has achieved mastery of 3-dimensions on a 2-dimensional
plane. Lewis noted, as did others, that with age there comes a lessen-
ing of variations among drawings and a marked preference for works that
indicate a higher degree of accuracy and of schemas that seem to be be-
yond the adolescent's grasp.
The Adolescent as Artist: The Move from Producer to Spectator
A unique characteristic of the adolescent period of development in
art is that, unlike the ongoing change and expansion typical of other
20
Figure 3
Typical Solutions by Children to the
Problem of Representing a Cube
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young skills and abilities that leap toward adulthood the development
of drawing skills seems to halt unaccountably at an early age (Edwards,
1979).
This period in artistic development has been variously described
as "the crisis phase" (Edwards), "failed pictorial realism" (Eisner),
"regressive" (Gardner, 1973), "perceptual illiteracy" (Kaufman), "the
loss of aesthetic sensitivity and taste" (Brittain, 1968), and is as
multifaceted as the character and person of adolescents. The psycholog-
ical turmoil and attitudinal by-products during this stage are reflected
in their work and variously interpreted. The self-portrait, for example,
can be quite revealing. Here identity problems, bodily preoccupations
and what Lowenfeld refers to as the "reflection of one's ability to face
the self" are evident.
Unsure about their roles, vacillating between dependence and inde-
pendence, adolescents become increasing self-conscious and ultra-critical
about their art work. In most adolescents there is a marked change in
imagining activity. As Michael (1964) pointed out, the adolescent can
no longer just play for the sake of playing, but must now play according
to rules made up for the game. This concern is directly reflected in
the art work. The imaginary creatures and objects that peopled earlier
spontaneous works disappear with the advent of critical awareness, per-
sonal judgment and increased sensitivity to peers, teachers and parents.
For the boys, earlier innovative works are replaced by complex detailings
of hot rods, fighter jets, and galactic war scenes. The girls depict
glamourous models, horses and flowered love-slogans. Sexual differences
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in subject matter make their debut. Above all "rightness" reigns. All
else seem abandoned in the quest for mastering the technique of properly
depicting what is "correct." If correctness is achieved at all, it is
often at great emotional expense. The adolescent may feel that his iden-
tity as an adult can be secured by adult-looking art work. Simplistic
artistic statements are considered those of children and are necessarily
avoided.
Karl Buhler implicated verbal communication as a factor in the
adolescent plateau when he discussed the concept of drawings as visual
statements of what are essentially "verbal processes." Because verbal
education becomes the primary focus of education the child gives up
visual expressions in favor of words. He concluded that "language has
first spoilt drawing and then swallowed it up completely" (in Edwards,
1978, p. 77).
The issue of active knowledge interfering with visual expression is
interestingly documented in the work of Edwards. Referring to the "cube"
explanation of drawing detailed by Lewis, Edwards explains the dichotomy
that the adolescent, so involved with "rightness" and "reality," faces.
The student wants to draw a cube and asks the teacher how to achieve its
dimensionality. The teacher's instructions are to look carefully, but
the problem, Edwards suggests, is that students do not know what they
are supposed to be looking so carefully at. In order to draw a cube cor-
rectly one cannot draw a square, because the oddity is that the shape of
the cube is no longer a cube as the eye perceives it. To draw the cube,
the child must suppress his knowledge of what squareness is and draw this
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particular square, the cube, in a "funny" way. In this instance, in
order to be correctly represented on the plane of the paper a square
will not look like or be a square. It is this conflict with conceptual
knowledge, more fully developed than in the younger child, which Edwards
believed overwhelms perception and results in "incorrect" drawings
(Edwards, p. 42).
Edward's work is a unique application of the "intellectualistic
theory" of children's drawings that Rudolph Arnheim so decisively refut-
ed a decade ago. In "Art and Visual Expression," Arnheim (1969) argued
against the notion that the generalness and over-all quality (vs. speci-
ficity and exactness) of young children's drawings come from drawing
what they know and not what they see. This premise was invalid, Arnheim
insisted, because children are very dependent upon sensory experience.
In fact, most of the time they rely upon visual knowledge as a basis for
their drawing. A head is drawn round because the child sees "roundness,"
not because he "knows" roundness. The simplification in art work and
less differentiated schema that characterize the drawings of children
come from such types of perceptual generalities.
It is noteworthy that though Arnheim refuted the "intellectualistic
theory" of drawing as influencing the work of young children, studies of
the adolescent show the- opposite to be true (Eisner, Edwards, Brittain,
Gardner). For it is knowledge that indeed seems to interfere with ar-
tistic perception and the adolescent's graphic product. Rather than
bear the frustration of this conflict, the adolescent simply reverts to
previously successful "adaptations of popular schema, and utilization of
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ordinary pictorial methods of duplicating them" (Gardner, 1973).
It may well be that the emphasis in the art education of adoles-
cents needs to be shifted to appropriate activities which will facili-
tate and coordinate the learning of the language and vision of art and
its production.
Herbert Read (1956) commented that though visual means of expres-
sion wane, aesthetic experience can be retained by all, beginning in
adolescence, if we will give up, to some degree, the devotion education
has previously given to the learning of logical modes of thought. With-
out a change of venue in art education, creativity will continue to wane,
and as Howard Gardner (1973) despairs, we will, indeed curtail further
"making activity" in favor of producing a growing army of spectators.
The Right Hemisphere, Sources of Incubation and Imagery
and New Directions Towards Creativity
The issue of knowledge and its apparent interference with develop-
ment in creative art experiences is but one explanation of the decline
in visual expression in adolescence. Yet it is perhaps the most in-
triguing in terms of the challenge it presents for education. For in a
sense, to re-educate for creativity, one must go full circle, back to
the young child who, unaware of the burdens of "reality," could explore
freely and fearlessly. That child does not hesitate to deviate, and in
such deviations is unafraid and uncritical. The crucial factor for ado-
lescent artists, Michael (1964) explains, is the acquisition of knowledge
of reality along with the capacity to deviate from it, for by so deviat-
ing they are expressing and acknowledging artistic freedom.
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Current work by Edwards, Gowan (1978), Khatena (1978) and Barber
(1979) detail exciting remedial possibilities. Updating Lowenfeld's
“'haptic" personality theory and aided by current research in neurophys-
iology, they are examining the right and left cerebral hemispheres and
their roles in the creative process.
As the child develops intellectually the left side of the brain is
involved with verbal and analytical abilities and tendencies, the right
side with non-verbal, global, perceptual ones. Though these halves spe-
cialize they function in a complementary way for different modes of
thinking, as each perceives reality in its own way. The difficulty, ac-
cording to Betty Edwards (1979), comes when the right hemisphere per-
ceives and processes visual information in a way needed for drawing while
the left perceives in a way which interferes. Part of the solution may
come, then, from turning off the dominant L-mode (left hemisphere) and
turning on the R-mode processing (right hemisphere) part. This shift
might be accomplished in a variety of ways. For John Gowan (1978), "any
technique of relaxation of conscious cogni tion. . .which allows the sub-
liminal processes of the right hemisphere to operate," suffices (p. 23).
For this relaxation to occur, the sensory input, Gowan's "internalized
verbal chatter," must be reduced. He theorized that this might concur-
rently stimulate creativity.
Many significant authors, artists and composers seem to have sensed
the relationship between creating and the unique state of altered con-
sciousness which allows them to break free of rational deductions. As
D. H. Lawrence explained; "Art is a form of supremely delicate aware-
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ness... it is the image that lives in the consciousness, alive like a
vision, but unknown." Brahms spoke of the "inner harmony" that allowed
him to hear fragments of his themes. Cezanne, in describing his mode
for drawing, wrote:
In my mind I draw the stony skeleton [of the
landscape]. I see, there, the rocks glistening
beneath the water, the sky acquiring weight...
a red earth rises from an abyss... I begin to
separate myself from the landscape to see it...
I detach myself from the landscape by this first
'sketch'. (Rugg, 1963, p. 38)
This special way of germinating imagery and creativity, as described
by these individuals, may indeed be the result of their capacity to shift
from left hemisphere dominance to right mode processing and effecting an
altered state of consciousness. Developing such a faculty in adoles-
cents, through guided imagery technique, may be the key to facilitating
and enhancing creative expression in their visual art work.
The Creativity Question: Process, Product
and Person in Creativi ty in Art
The special nature of creativity has led to a seemingly endless
flow of literature which attempts to define and analyze the process, the
product and the person inherent in the creativity act. In his introduc-
tion to a series of essays on creativity, Rothenberg (1976) described
the phenomenon as "a human capacity that seems to transcend human capa-
bilities."
numerous explanations and definitions have been proposed. Rollo
May (1976) discussed the act of creativity as a process, an encounter,
in which a search takes place for new forms, new relationships. The in-
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tensity and sensitivity that accompany this search make it an emotional-
ly charged encounter that is separate from ordinary pursuits. He spoke
of a "moment of birth" that is couched in vividness, certainty, and a
degree of inconsistency.
Lawrence Kubie (1958) defined creativity as the ability to discover
new, unforeseen connections and relationships that can infuse and make
possible new meanings. In his schema the unconscious prevents us from
understanding the meaning of the "symbols" that may lurk there. Thus,
it functions as a repressive agent. One must, therefore, use the more
accessible preconscious to release creativity. Edwards and Gowan would
disagree, arguing that the so-called "accessible coded language" of the
preconscious is the very thing that obstructs creative visualizing.
Anton Ehrenzweig (1967) divided the attack of unreason on reason
taking place in the creative process into three stages: an initial stage
of "projecting fragmented parts of the self into the vrark" (termed schiz-
oid); a manic phase of "unconscious scanning that integrates art's sub-
structure;" and finally a period of anxiety, even depression, as re-
introjection takes place, and "the previously hidden substructure of the
work is taken back into the artist's ego on a higher mental level." In
Ehrenzweig's theories rational sensibilities stand little chance against
the onslaught of unconscious functions (p. 102).
Silvano Arieti (1976) spoke of the "magic synthesis" in creativity.
Going beyond discussions of incubation, illumination, unconscious un-
covering that populate the literature, he probes to discover what
goes
on internally. To distinguish between what is merely spontaneous
and
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original and that which is creative, Arieti refers to the utilization of
the existing and available and changing it in an unpredictable way. When
one "liberates himself from the fetters not only of conditioned responses,
but from his usual choices," he then has the true freedom that is charac-
teristic of the creative person and absent in the merely original one
(p. 4). Though apparently free, the original person's productions are
directed by unconscious pre-existing patterns and rarely are modified or
taken beyond the stage of activation. The creative process, Arieti con-
cluded, involves three functions: primary (unconscious), secondary (con-
scious, logical), and tertiary (a combination of primary and secondary
processes - a selective blend of the rational and irrational).
For Arieti, the magical synthesis takes place when the creative
mind, instead of rejecting the primitive, integrates it with the logical,
rational aspects. From this special union emerges the new, the unexpect-
ed and the creatively desirable.
Joseph Khatena (1978) spoke of creativity in terms of "imagination
imagery" and the power of the imagination to escape the known perceptions
and rebuild ideas, thoughts and feelings. This work is closely related
to that of Gowan's in its emphasis on the reduction, through various
means, of operant external stimuli that will allow access to a level
where one is free to concentrate on an inner world of stimuli. In so do-
ing, the experiencing of imagination imagery is made possible. Edwards
sees this same potential realized through exercising the right hemis-
phere, reversing the shift to the left that accrues with age and causes
some of the problems of adolescent art.
The relationship between mental imagery and creativity
is not a
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t6ndcious one, HGlen Durio (1975) contGndfid. Just as crsativity rGfGrs
to potential, process and product, so does imagery refer to product
(i.e. figures and spatial constructions) and process (i,e. response to
external stimuli or their absence). Imagery is certainly a part of cog-
nitive functioning, but it also can be viewed as a language system;
Davio suggested that it is separate from symbolic coding and is operant
in the creative process. As such, imagery allows for more individual-
lization, more elaboration, and more expansion. It can thus function as
a part of the creative process by facilitating it. Yet as Barber (1974)
pointed out, all imagination is creative. What is of practical interest
is the kind of creative imaging that results in visual graphic products.
It is this relationship between imagery, imagination and product
that forms the basis of clinical approaches to investigating guided
imagery technqiues. These approaches are based on apparent accompanying
shifts in cognitive orientation which can nurture imagining and creating
and help materialize a visual product.
Guided imagery may catalyze the "leaps," the "moment of birth," the
"magic synthesis," the "right brain shift" that appear in the literature
on the creative process. As Arieti (1976) explained, it may indeed be
the vehicle to achieve the
modification and external ization of the creative
image. .. because the individual who is able to use
various levels of mental abilities can go back and
forth from the highest to the lowest order of these
levels. For it is one of the major properties of
the mind, especially in the creative process, to
use al 1 levels, (p. 51
)
As for the creative person, dispositional issues, the traits of
creative personalities which are examined through devices such as IQ
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scales and personality inventories, through such variables as Guilford's
divergent thinking facility and word fluency, are important to the issue
of creativity in general. However, more pertinent to this study are the
behavioristic and operational issues which are product oriented and which
specify conditions for increasing creative behavior. These suggest pos-
sible and necessary conditions for training.
Roweton (1970) accurately assessed the situation when he commented
that the goal, the final outcome of delineating the process of creativ-
ity, is not just to identify measures of persons and cognitive processes
involved, be they inhibited, or repressed, but to focus on procedures
which can enhance creativity. Too often, he laments, "the deliberate
facilitation of creative behavior is ignored," even while most educators
encourage and support "creative behavior" and include it as an objective
of art curriculums.
Edwards, Gowan and Khatena suggested that altered states of con-
sciousness which may enhance right hemisphere functioning over the left
might be one such facilitative approach. Arieti, acknowledging obstacles
such as the need to conform and the emphasis on correctness, looked for
multi-leveled imagining processes as enhancing creativity. Ehrenzweig
similarly outlined the increasingly analytical perception that obstructs
the creative potential in art. He echoes many of the observations on
creativity, however, when he pointed out the insufficiency of merely en-
couraging the "old blind, free-self-expression" as a suitable line of
defense.
Approaches where the goal is to function as -freeing and expanding
devices while focusing our special consciousness "so intently,"
as
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Krippner (1969) described it, "that sub-threshold stimuli are perceived,"
seem to be necessary to allow accessibility to the perverbal realm where
creative inspiration and imagery appear to originate. Guided imagery is
a device with such a potential. But, potential is not sufficient. Veri-
fication through appropriate research methodology is required to see if
indeed, guided imagery affects such changes. Only then will it gain sig-
nificance and recognition as an educational device in releasing and en-
hancing creativity in art work.
Guided Imagery: The Potential for
Enhanced Creativity in Art
The term "guided imagery" is but a variation of similar terminology
such as "goal -directed fantasy," "imagining with suggestion," and "goal
directed-imagining" coined by researchers in the field of trance, sug-
gestion, and hypnosis (Spanos, 1971; Barber, 1979; Horowitz, 1970;
Bowers, 1972; Coe, 1974; Khatena, 1978; Edwards, 1979). The historical,
experimental, clinical perspectives and applications from which it de-
rives are extensive. Their review in this study will be cursory, since
the focus of interest is the application of guided imagery techniques as
a means of facilitating creative imagining and creative art products in
and from the adolescent art student.
Guided imagery derives essentially from two elements: suggestibil-
ity and the capacity for involvement. The latter is a total participa-
tion of theindividual , accompanied by a temporary departure from reality
testing and orientation as seen in trance and the trance-like behavior
of every day activities, such as watching a play or reading a novel.
As
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T. X. Barber described it: "if there are three people doing interesing
things in a movie, in there is a fourth one, but invisible." That in-
visible one, of course, is the viewer.
Historically, suggestion and hypnotic phenomenon have been an es-
sential part of the ritual of primitive cultures. For example, in the
"enlightened" century, when circles of nobles and intellectuals were
treated for a variety of ills by Franz Mesmer, they experienced miracu-
lous cures after touching a metal rod, being immersed in water, that had
been "hypnotized." Mesmer believed that it was "animal magnetism" that
was the operant force (Hilgard, 1965).
In the nineteenth century, the causes and effects of Mesmer 's
"powers" were debated in France. Charcot and the Salpetriere School
discussed hypnosis as a pathological state (hysteria), whereas Bernheim
and the school at Nancy introduced the modern concept of suggestion as
the operant element in trance.
Although the work of Freud was to ultimately modify hypnosis as a
mode of scientific inquiry and therapy in favor of dream analysis and
free association, it cannot be overlooked. Freud recognized that the
suggestions made under hypnosis were frequently not recalled upon "awak-
ening," yet they could be acted upon when the individual was in an
un-
hypnotized state. He concluded that there was the possibility
"that
these could be powerful mental processes that. . .remain
hidden from the
consciousness of men" (Shor, 1972, p. 31).
Clinically and experimentally, the relationship between
hypnosis
and suggestion is perhaps best explained by viewing
the former as a
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state, and the latter as a capacity (Weitzenhoffer, 1957). A series of
increasingly complex suggestions without the experimenter ever saying a
word about sleep, relaxation, or anything else usually associated with
induction of trance state (i.e. hypnotic state) can conclude with a sub-
ject in relatively deep hypnosis. The subject's capacity to concentrate
and respond because of suggestibility, is, therefore, a basic factor in
hypnosis (Orne, 1959).
However, any implication that sleep and hypnosis share a similar
relationship is false. Hypnosis is not sleep, nor is it a function of
the unconscious in the Freudian sense (Raikov, 1977). Rather, it is a
conscious state of special increased suggestibility. We are aware and
in full conscious control of our behavior. Our awareness, in hypnosis,
however, has been slightly modified and altered. Martin Orne refers to
this phenomenon as an "altered state of consciousness;" Ernest Hilgard
describes it as a "redistribution of attention," since under hypnosis
our attention can become more or less selective; Weitzenhoffer writes of
a certain pacificity that takes place but goes on to say that "sugges-
tion appears to act through a double action, a facilitation of certain
processes and a simultaneous inhibition of opposing tendencies such as a
critical ideation."
Edward Shor (1959) refers to the loss of "generalized Reality-
Orientation" in hypnosis, where the "distinction between reality and
imagination fade, and primary process modes of thought such^as fantasy
and imagery are allowed to flow more easily into awareness^^
The clinical characteristics of the deep hypnotic trance
utilized
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in purely therapeutic settings is not the issue or purpose of the exper-
iment described in the study. Rather, it is to understand and utilize
the capacity of suggestion to guide a subject, in this case, an adoles-
cent art student, in carrying out goal-directed imagining, to image "a
situation which if it actually occurred would tend to produce the de-
sired behavior" (Barber, 1974). The specific target behavior here is
enhanced creative imagery that can be materialized in an art product of_
an adolescent.
In a trance-like state the faculty to set aside reality and live in
a world of vivid fantasy is facil itated (Coe, 1974; Barber, 1974;
Spanos, 1971; Bowers, 1968). Two types of images from the imagination
seem to occur in most individuals. Firstly, there are what Barber re-
fers to as "productive memory images." These combine material from mem-
ory in novel ways. They perhaps account for the occasional delightful
blue elephants that float to earth in parachutes; the gold fish that
walks away from its bowl, knapsack slung over its shoulder, sign posted
on the doorway "Gone Fishing;" a snail turned into a wildly psychedelic
armoured tank found amongst student's papers during my personal experi-
ence as an art teacher.
I Secondly, there are hallucinations, seemingly real, which are vari-
' ously distinguishable from external reality. Barber points out that
this capacity is normal in all, as in dreams, but it is something which
seems to diminish with age in its conscious use. Barber goes on to the-
orize that those who have lost this and the other capacity for imagery
might recover it by utilizing trance-like states, such as
involvement in
suggestion related imaging and imagining.
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According to Nicolas Spanos, the response to suggestion combines a
willingness of the individual to cooperate in fulfilling the aims of the
suggestion, and a shift in cognitive functioning from "objective or prag-
matic perspective to one of involvement in suggestion related imaginings."
Included in the latter, he continues, is the facility to ignore informa-
tion that contradicts imagination. It seems strikingly similar to
Edwards' "cognitive L to R shift" capacity necessary to activate a
"slightly different subjective state necessary to 'see' more clearly,"
as an artist apparently can.
Involvement in guided imagery 1s usually not passive. It also ap-
pears to be accompanied by a sense of adventure (Edwards, Barber, Bowers,
Kahtena). Relaxation and relative removal of visual, and auditory dis-
tractions, can help develop a state of sensory and visual illusion, a
special psychomotor retardation, and a special rationalization that Orne
refers to as "trance logic." Personal reports from participants refer
to the sense of pleasure, lack of anxiety, and the specialness of the ex-
perience in guided imagery (Orne, Weizenhoffer, Edwards, Barber, Spanos,
Barber) .*
The role of the "guider" is crucial, and the issues of "permissive-
ness" or "authoritativeness" that Barber speaks of can clearly affect
the process, but in an unpredictable way. In this study, however, per-
missiveness is the usual mode. The "guider" is just that. The individ-
Personal reports from many students in this study also support this
statement.
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ual responds to carefully phrased suggestions in his/her own manner, and
"creates" his/her own images. The purpose of this study is to investi-
gate the effect of guided imagery techniques on the creativity in ado-
lescent art.
The direct relationship between creativity and altered States of
consciousness has been explored by Kenneth Bowers (1972). His work,
however was confined to an examination of reduced defensiveness and per-
formance on creativity tests in terms of personality and sex. Barber and
Wilson (1978) devised the "Creative Imagination Scale." It differs from
other such scales in its non-authoritativeness and its "thinking and
imagining with" quality which allows the participants to feel they are
producing the results through their own creative imagining. But this
scale does not go any further than mentally producing creative images;
it does not explore the possibility that such guided imagery could have
positive effects on the creation of visual and graphic images. Little,
if any, research addresses the specific effect of guided imagery on art
work, and none, apparently, on that of adolescents.
Adolescents were selected because of the consensus that they mani-
fest unexplained arbitrary restrictions on their imaging (hence their
^
creativity) and might be "released" by this technique of goal directed
imaging.
Jacque Lipschitz once remarked about the freedom to create: "It
is not given, rather it must be conquered, one has to fight for it.
What you know is very little. Let the unknown work for you... catch it.
But you need a net.
"
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The premise of the following research study is that guided imagery
can function as such a "net".
CHAPTER III
THE EXPERIMENTAL DESIGN
j
Guided imagery has nojt been explored as a technique specifically
designed and utilized as a vehicle for enhancing creativity in art work.
It is the intent of this study, therefore, to examine and determine the
/ role of guided imagery technique (GIT) in creativity in drawings done
by adolescent art students. In designing such a study, I have made sev-
eral assumptions. First, I have assumed that imaging and imagination
|
are integral parts of the creative process and that their deliberate
activation can materialize into the graphic form of a drawing.
Further, I have assumed that at least five factors contribute to
the forementioned developmental and creative plateau in adolescents. I
These are: 1) interference from a growing self-consciousness about their
art work and sensitivity to criticism by peers and establishment; 2) in-
hibition of free experimentation with new or different images; 3) frus-
tration at the inability to depict objects in what is considered a "re-
alistic" or "accurate" mode; 4) an increasing capitulation to logical
modes of reasoning, knowing and perceiving; and 5) an increasing depen-
dence on verba-U ..ratter ten jraphic means of commu ntetion . The theory
is that these factors act as impediments to the perceiving,
processing,
and imagining that are linked to creative expression in
art and can be
bypassed through guided imagery technique.
Population
The adolescents involved in this study
attended the seventh grade
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in a public junior high school in a middle class suburban Massachusetts
community. All of these students were enrolled in the regular academic
curriculum and met regularly for art classes taught by this researcher,
four times per week, throughout the school year. The average age of the
students was 12.7 years.
The school had already assigned each student to one of six academic
classes on the basis of individual scoring on standardized instruments.
Instruments used for determining class placement were:
1. Stanford Achievement Test (Intermediate, Form B, 1976 ed.)
2. Stanford Diagnostic Test (Math, Form A; Reading/Comprehension
Grade Eight, Form B; 1976 ed.)
3. Ottis-Lennon Mental Ability Questionnaire (Form K, level Ele-
mentary 2)
.
In addition, the following factors also determined class placement:
1. Foreign Langauge Selection: Students who elected Spanish for
study were placed in higher groups, other factors being equal,
than those who elected French. No student in the "average" or
"low" group is enrolled in a language course.
2. Sixth grade teachers' written recommendations for placement of
each student.
Students were locked into this class placement for all academic
(i.e., English, Math, Social Studies) and non-academic subjects, includ-
ing art. These class groupings have been labeled by the school as
"high," "high average," "average," "low average," and "low" (there are
two "average" groups).
There was a total of approximately 130 students in the seventh
grade, and class groupings vary from 16 to 24 students.
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Selection of Sample
Four of the seventh grade art classes in the school containing a
total of 80 students were selected for participation in the study. To
insure the presence of a wide range of academic abilities the "high,"
"high average," one "average" and the "low" classes were chosen for com-
parison. However, because of the arbitrary nature of group placement on
the basis of a student's selection of language study (i.e., French or
Spanish) a stratified sampling procedure on the basis of reading scores
on the Stanford Achievement Test (Intermediate, Form B, 1976 ed.) was
used instead. Further support for this stratification came from the
high relationship evident when comparing these students' reading scores
to their school academic averages and parallel scores on the Stanford
Diagnostic Reading and Comprehension Test (Form B, 1976 ed.). Using
this distribution, subjects whose reading scores (SAT) were 90 percen-
tile and above were designated as the "A" group for purposes of this
study and those whose reading scores fell below the national percentile
norm of 50 were designated as the "B" group. The total number of sub-
jects in group "A" was 27 and 25 for group "B". Using a random sampling
procedure 10 subjects from this "A" and 10 subjects from this B group
were selected. The final sample population, therefore, was comprised of
20 subjects.
Of those 20 students randomly selected for study, S came from the
"high" academic group, 2 from the "high average," 1 from the low aver-
age" and 9 from the "low" group. Though this is a relatively
small sam-
ple to work with, there was a constraint that prohibited a larger sample
larger sample population. This involved the number of drawings that
each subject had completed.
In the experiment, each participating student completed three sep-
arate drawings. Each of these drawings was rated for creativity by in-
dependent judges. The Rouse scale used for rating creativity (see Chap-
ter IV: Measurements) is detailed and lengthy. Since judging of more
than 60 drawings per judge was unfeasible, the smallest sample that would
still give valid information and a basis for comparison was used (Ker-
1 inger, 1973)
.
Because the subjects of the sample were drawn primarily from the
"high" and "low" academic groups these groupings as a whole have been
examined for comparison in terms of group behavior, attitudes, and ap-
proaches, since it was of special interest to this study to note if such
differences exist between such academic groups.
Major Hypothesis
It is the major hypothesis of this study that guided imagery tech-
nique (GIT) can enhance artistic creativity in the drawings of adoles-
cent art students.
Minor Hypotheses
Based on data gathered from the drawings of the above sample,
the
measurements used, and the qualitative and quantitative
methodologies
employed, the following minor hypotheses guided this study:
H,: The ratings for creativity on drawings
^ tions will be independent of students placement
in the str
tified sampling procedure used for purposes of
this stu y.
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H
2
: Students who perceive themselves as creative will produce
drawings that are more creative than students who perceive
themselves as not creative.
Students who perceive themselves as careless will produce
drawings that are more creative than students who perceive
themselves as careful.
H,: Students who report using their imagination and creativity
frequently will produce drawings that are more creative than
drawings of students who report that they rarely use their
imagination and creativity.
Hj.: Students in "high" academic groups will respond differently
^ in terms of acceptance and approach to GIT than students in
"low" academic groups.
GIT enhances students' opinions of their capacity for imagin-
ative involvement in terms of ease of remembering vividness
of images.
H,; The degree and types of participation and involvement of stu-
' dents in GIT are not uniform even under uniform GIT conditions.
The Research Design
The previously described conditions are accounted for in the design
of the study and the strategy of investigation used. The organization
is quasi -stati sti cal and non-equivalent in nature because: 1) there
were variables which could not be controlled; 2) there was not a random-
ization of subjects into groups; 3) and there was no control group with
which to compare an experimental one (Kerlinger, 1973).
This study utilized a repeated measure design where one treatment
group received three different treatments over a period of
time and was
measured after each. The treatment consisted of taped
instructions to
the art students involved. Since there were three
stages of treatment
there were separate tapes for each phase. The
measurement in each in-
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stanc6 consistGd of the drawings produced by the students as a result
of the treatment.
CHAPTER IV
INSTRUMENTATION
Introduction
This investigation of the role of guided imagery technique (GIT)
on creativity in the art work of adolescents utilized two evaluation
methodologies.
Qualitative evaluations were designed to measure: 1) students'
self-perception; 2) students' ideas of, attitudes towards, and use of
their imaginations; and 3) students' creativity in drawing. Separate
questionnaires and/or scales were selected to provide specific informa-
tion for each of these factors.
Quantitative evaluations, by means of personal interviews and di-
rect observation of performance during the phases of the study were used
to examine individual processing mechanisms during GIT, production (i.e.
the drawing itself), and individual and group behavior during GIT.
Quantitative Measures
The Adjective Self-Description Questionnaire (ASP) . The Adjective Self-
Description Questionnaire (ASD) (Veldman, 1971), derived from the Adjec-
tive Check List (Gough and Hellbrun, 1965), is a direct procedure for
measuring major aspects of self-perception. A list of 65 adjectives is
presented with a scale from one to five. On a continuum, 1 represents
"no" and 5 represents "yes." Each student is asked to circle the number
which best describes how well each item describes him/her. The items
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are divided into seven factorially distinct scales with eight items per
scale. These are attitude, behavior
, efficiency , orientation
, anxiety ,
idealoqy and attractiveness
. Each subject receives a score for each
scale. If items are missing, the scale is prorated for missing items.
Reliability and validity data are at present limited to an adult and col-
lege population. However, reliability studies indicate that test/re-
test reliability over a short period of time is relatively high. Coef-
ficients reported (Veldman and Parker, 1970) ranged form 0.80 to 0.97
over the seven scales. Validity studies with similar instruments show
a range of correlations.
Although the questionnaire was administered in its entirety, only
three of the seven factors were utilized for analysis in this study:
efficiency , ideology , and orientation .
Additionally, a modification was made in the Veldman scale. Five
items relating to the factor of attractiveness were replaced by items
relating to creativity, for it was this latter factor that was of most
significance for this study. These items were devised on the basis of
the Veldman ASD questionnaire and based on Burgart's Development of a
Criteria for Creativity in Art (Burgart, n.d.). In that scale the cor-
relation between specific personality traits such as "individualistic,
"creative," "original," "unconventional" and the General Creativity Cri-
terion Measures which concerns fluency of originality of ideas, form re-
sponse, indicated a positive relationship of 0.71 to 0.66.
The ASD was used to provide data on students' perceptions
of them-
selves as to efficiency , ideology , orientation and creativity..
It pro-
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vid6S th6 insans for fixamining and svaluating rolationships batwGon thosG
factors individually, and as a group, for comparison on individual scores
compiled on the other measures used, especially the personality factors
which seem to correlate with creativity measures.
The Imagination and Creativity Opinion Questionnaire (ICO) . The Imagin-
ation and Creativity Opinion Questionnaire (ICO) is a self-report that
I devised. It is based on the Ideation and Perceptual Openness Question-
naire (Burkart). This instrument (ICO) is designed to examine the
strategies used in creative thinking, how one obtains and processes the
data in order to think creatively, to "see" new relationships, and to
formulate new principles. Specifically the ICO examines students' per-
ceptions of their own feelings about imagination and creativity, how
they use their imagination, and the extent to which they use it. Thir-
teen items are presented. On a continuum, the possible answers for each
item range from this factor happening "all the time" to it "never hap-
pening." Students are asked to check which answer best applies to them.
This instrument is validated against scores on ASD, and the De-
scriptive Scale for Creative Drawing (DSCD). This provides a means for
examining individual impressions about imagination and creativity, and
how and when individual students use them. It also provides an over-
view, by examining the group response, about the adolescents' attitude
and approach toward imagination and creativity.
The Description Scale for Creative Drawings ( DSCD) . The Description
Scale for Creative Drawing (DSCD) is an instrument I devised using the
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DGScriptive Scale for Art Products (Rouse, 1968) and Variables Associat-
ed with Producing Art (Silverman, 1976).
Results of the Rouse Scale on interrater reliability show that ac-
ceptable levels of reliability have been achieved with each item. These
coefficients range from a low of 0.63 to a high of 0.91. Acceptable
levels of reliability are also apparent on a test/retest basis. The
re-ratings correlate 0.97, 0.89 and 0.86 with the first set.
By means of factor analysis, these items are shown to belong to six
different domains. The domains are differentiation
,
space
,
structural-
intellectual
,
kinesthetic-spontaneity
,
internal movement
,
and non-
conformity . The items within each domain are arranged on a continuum
from 1 to 5, with 1 representing complete absence of this domain in the
drawing and 5 indicating that there is very strong evidence of this do-
main's presence in the drawing.
For purposes of this study, I drew a seventh domain, fl uency , from
the Silverman Variable list, and adapted it for inclusion in the DSCD.
Explicit definition for use in this scale was based on existing language
in the Rouse Scale and discussion with six art educators with secondary
and college level teaching experience.
This measurement was utilized to rate creativity in the drawings of
students completed under each of the three stages of this study. Re-
sults are examined to establish relationships between creativity and the
particular stage of the experiment as well as to indicate correlations
between different responses to the particular stage and personality
type.
48
Qualitative Measures
An important aspect of qualitative measures is the opportunity they
provide to look beyond formal, and possibly predictable outcomes and in-
vestigate, as Patton (1980) describes it, "informal patterns and unanti-
cipated consequences. . .in the implementation and development" of a study.
Qualitative measures enable the researcher to examine subtle changes in
behavior, performance, or attitude on the part of participants that
could make significant contributions to understanding processing and pro-
ducing mechanisms that might otherwise go unnoticed or be misinterpreted.
Two means of collecting qualitative information are used in this study:
personal interviews and direct observation.
The personal interview . This instrument was utilized to obtain in-depth
information regarding the process and product of guided imagery tech-
nique. Four areas were examined through individual discussion with par-
ticipants:
a. The extent, degree and type of individual involvement during
guided imagery technique (GIT).
b. The imaging process and imagination involved in image forma-
tion during GIT from inception to final product.
c. Attitudes toward the final product (i.e. the drawing).
d. Attitudes towards, and impressions about, GIT as a learning
experience.
Observational measures . In addition to the material gathered from
the
individual interviews, observations of group and individual behavior
during the phases of the study were recorded in detail by the
researcher
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and a trained, but impartial observer. This observer was a secondary
school art teacher with 10 years art teaching experience with adoles-
cents. The data collected enabled comparisons to be made between "high"
and "low" academic groups in terms of:
1. Group responses to the assignment. These included resistance,
receptiveness, passivity, gross motor activity, enthusiasm,
boredom, timidity, aggressiveness, and similar verbal and non-
verbal communications.
2. Number and type of questions asked prior to, during, and after
completion of each stage.
3. Group approaches to solution of the given problem. These in-
cluded such factors as selection of materials, number of starts
made, number of works discarded and the comparison of one's
own work with that of one's neighbor.
CHAPTER V
PROCEDURES
In order to test the study hypothesis that guided imagery technique
(GIT) can enhance creativity in the art work of adolescent art students
a three stage procedure was devised.
Specifically GIT means imaging, imagining, and fantasizing on the
part of the student with guidance by suggestions offered by this re-
searcher under special conditions of physical relaxation and reduced ex-
ternal visual and auditory distraction. The medium for the materialized
created product was drawing. Each stage involved drawing around a cen-
tral, constant, theme of a garden.
All drawings were done under controlled conditions for the four
groups involved. All materials available for each of the three stages
of the study were identical. Both time available for completion of each
phase and time of day were constant throughout. Directions for each
stage were identical and given via taped instructions, one tape of in-
structions for each of the three stages of the experiment. This proce-
dure insured control of content, pace, voice modulation and other possi-
ble intervening variables in the giving of instructions.
To minimize possible contamination of results due to the novelty of
taped instructions for an art project, taping of regular art class as-
signments were utilized on occasions prior to the experiment.
To similarly minimize the skewing effect on data produced by the
participants' awareness of their involvement in an experiment (Hawthorne
effect), all experimental sessions were casually inserted into the rou-
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tiriG, ddily porformancs in thG art classroom. Thus all projects done in
art class could be similarly received by the students. Whether a par-
ticular art project was part of the experiment or not was known only to
me. Students were told at the beginning of the school term that during
all art classes experimentation with different ways of creating would be
ongoing.
The three stages of this study are described below.
Stage One: a garden . This stage involved passive exposure to the given
idea of drawing a garden. Students were asked, via tape, to "draw a
garden." No explanation or elaboration followed, and creativity and
imagination in artistic expression was neither encouraged, nor discour-
aged since no reference was made to such factors. The transcript of the
tape for Stage One follows.
What we're going to do today is to make a drawing using
whatever materials that are on your desk that you'd like
to work with or try, and using what ever size paper you'd
like to use. You can use one or many different things to
make your drawing. Now... listen carefully to what you are
going to draw. Today you are going to draw a garden . . .a
drawing of a garden. When you are ready you can start.
If you have any questions why don't you come and speak to
me instead of your neighbor. Remember, this is your draw-
ing of a garden.
(At 10 minute intervals) Work carefully on your drawing of
your garden. Don't rush.
Stage Two: the make-believe garden . This stage took place 4 weeks lat-
er when students were asked, again via tape, to "draw a make-believe
garden the way you want to draw it, or make it." No elaboration or dis-
cussion ensued, but the directions were structured in a way that convey
an informal, goal -directed use of creativity and imagination on
the part
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of the student to complete the project. The transcript of the tape for
Stage Two follows.
What we are going to do today is to work with whatever
materials you want to choose from those on your table
and make a drawing. With everyone listening carefully
I will explain. You notice that there are markers,
crayons and other things on your desk and different
sizes of paper. You may choose one, several or all of
the materials to work with-, you may choose whatever pa-
per you would like and hold it any way you want. Now,
using whatever you want we are going to draw a "make-
believe" garden. I’ll repeat this so there won't be
any questions. Listen carefully and quietly. . .don't
ask your neighbors or pay attention to them... think
about the assignment which is to... draw your own "make-
believe" garden .
O.K., let's all begin. Think and work real carefully.
If you should have a question you can come anytime and
ask me privately. Now... let's all get started drawing
our own "make-believe garden."
(At 10 minute intervals into the project) Don't rush.
Work carefully on your drawing of your make-believe
garden.
Stage Three: the magical place of growing things . Stage Three was in-
troduced after another 4 week interval. This stage involves the use of
a 10 minute tape utilizing guided imagery techniques (GIT), such as
gen-
eral relaxation suggestions, an effort to "clear one's mind" of all
past
and present references and images, and then a journey through one's imag-
ination "to a magical place of growing things." In this
unexplored
frontier, students will be encouraged, through specific
suggestions, to
experience things never experienced before and to expand
their sensory
and visual imagining facilities. The transcript
of the tape for Stage
Three follows. (Note: Pauses between phrases are
specially placed and
emphasized to establish rhythmic pace and modulated
tone.)
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Whdt WG TG going to do toddy is iGarn a now way to usg
our imagination in art... and to GxporimGnt in this way...
which can hGlp us loam to think and work crGativGly.
(PausG) Now lot's talk about imagination for just a mo-
mont. (PausG) When we draw something.
. .we draw that par-
ticular thing for several reasons. (Pause) It might be
because of the memory we have of that object. (Pause)
It might be because we see it right now (Pause) or... it
might be that we never saw it... and we... imagine it.
(Pause) Nowwhen we imagine... we imagine things that are
also like things we have seen... and things we have remem-
bered... (Pause) but I have some ways which we can use,
which will make us imagine things that are brand new things,
things that perhaps you never saw before... (Pause) things
that perhaps.
. .nobody has ever seen before. (Pause)
One special way I like to do this is to... switch on my
brain sort of like a T.V. set... and look at... a special
screen there. (Long Pause) Now... a good way to do this...
but please don't do it yet... wait until I ask you to do
it... but a good way to do this... is to take a nice. . .slow. .
.
comfortable deep breath and to then quietly. . .breath it out
...then rest your head... on your arm (Pace slows down) on
your desk... as if you were taking... a nice. . .peaceful nap...
by yourself. (Long Pause) Then... when we're ready. . .you ' 1
1
hear some things... and you'll see some things... and you'll
want to draw those things... and you will draw them...
(Emphasis) and you'll 1 ike doing it (Emphasis) because you'll
find you can draw better than you've ever drawn before.
Then after you've drawn, you'll put your material down...
shut off...your T.V. screen and feel just wonderful . (Emphasis)
(Long Pause) O.K now let's start on this adventure in
using our imagination. (Long Pause) Everybody. . .now. .
.
breathe in slowly ,.. .quietly .. .and now (Pause) close your
eyes... and breathe out. (Very softly and slowly) Now...
(Pause) breathe out... (Pause) and with your eyes still
closed... (Pause) rest your head on your arm... on the desk
...as if taking a. ..quiet nap... (Pause) feeling so peaceful
... (Emphasis) so comfortable . . . (Emphasis) so quiet . . .so
rel axed al 1 over . .
.
(Emphasis . . .very long pause) and now as
I count from 1-5, you (Emphasis) will see your own special...
T.V. screen. (Long Pause)
Ready . .
.
(Emphasis)
1 .
.
.
(Long Pause)
2..
.
(More Emphasis) The screen begins to light up. (Long
Pause)
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3..
. It's brighter. You begin to see something on the
screen. (Long Pause)
4..
. It looks (more Emphasis) .. .1 ike a... magic lantern
(surprise)
.
5..
. Brighter, yes, it is... a beautiful magic lantern...
and suddenly, you know (Emphasis) that if you touch this
lantern three times,... it will take you to a new place
(Emphasis) .. .a safe, wonderful .. .magical place. . .and you're
excited about this... and you go to the lantern and touch it
three times. .
.
right now (Emphasis) 1...2... that's it, touch
it (Emphasis) .. .3. . . . The third time and wow!... suddenly
...you're at that new place and it feels so wonderful .. .so
safe... and you look around... and you can see it's full of
growing things. (Very Long Pause)
Look at these strange shapes. . .kind of round, kind of long,
all different shapes and forms... some so big you can't see
the top... some so small you know they're there, but you can
hardly see them... and all different sizes in between. And
such colors! Wow, I never saw such colors! Everywhere.
(Pause) Here it's thick as a jungle and seems to grow from
all over... every direction. Over there, this magical garden
seems. . .very, very old and everywhere strange and beautiful
...and completely new mixtures of growing things. All to-
gether. All over. (Long Pause) They all feel so different
...some soft, others smooth,. . .rough. . . . They all feel
different and special as we touch them. (Emphasis) I see...
over there... my special part (Emphasis) of this magical gar-
den... and I go to it. . .now (Emphasis) ...and there seems to
be a bright light from somewhere that lights it up so I can
see. . .every. . .detail (Pause) ...You see... every line...
every color... the shapes and forms and patterns as you've
never seen them before. You look so closely. . .You examine
i t ... so ... careful ly . You know you want to make this picture
your picture. Look careful ly. . .Find the best spot which
will give you the most beautiful picture... so you _ bring it
back with you... so you look careful ly. . .again seeing all the
things there are to see. Look (Emphasis) .. .now (Emphasis)
That's it... Look now. . .carefully. This is the spot... (Long
Pause) now... Pick up the materials you need... and make your
picture right now... and when your picture is finished. . .put
down your materials. . .take a deep breath... and return to
this room... Shut off your T.V. set. . .feeling just wonderful
...and very relaxed. (Drawn out)
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Rationale for the Procedure of Stage Three
There were several influencing factors which molded the form and
content of this specific guided imagery technique. One such source was
Barber's Creative Imagination Scale (Barber, 1978). This is a non-
authoritarian scale in that it informs the subjects that they are to pro-
duce the phenomenon themselves (p. 235). The phenomenon in this study
was the "magical garden." A further feature of Barber's scale is that
it can be adapted to an individual, or, as was the case here, a group.
The re-experiencing of acute senses of touch, semll, sight and the
slowing of time are elements common to the work done by Milton Erickson
(1976). He guides the subject in an "imaging with" process through
which suggestions are given. Erickson described his approach as "taking
the learnings that the individual already has and applying them (through
suggestion) in other ways" (p. 5). Another factor, stressed by many in
the field as well as Erickson, is the necessity for quiet, both in sur-
roundings and in the person facilitating the "directing of energies" to
the task at hand. Thus the rhythmic quality and modulated tone used
previously are based on this recommendation.
Most effective for focusing attention, Erickson concluded, is hav-
ing the subject exist in an "inner garden." While individuals are in-
volved in mental images their absorption seems more complete, fuller,
than if they were to focus on external ones. Like Barber, Kahatana,
Coe, and Khatami, Erickson also stresses the need for the smooth, unin-
terrupted flow of the unconscious ... to glean the "great wealth of mater-
ial stored there." What is happening, is that the 90,^ of our mental ca-
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pacity which is usually inert, is now being stimulated. As for the edu-
cational system, Erickson suggests that so far it has neither the means
no inclination to utilize the individual's "own unique behavioral matrix
and associative processes even though this internal ability is of the
essence in creativity" (p. 18).
The use of science fiction-like imagery as an induction process for
suggestions is a common device when working with children (Elkins, 1981;
Wright, 1960). It utilizes the vivid imaginative ability that the young
seem to possess.
For adolescents, a more sophisticated vehicle, a T.V. set of their
own that they can manipulate and tune in, can result in a revivification
of the now latent imagining processes they once actively possessed. The
adolescent, through this device, is better able to integrate imagery
based on fantasy (Elkins, 1981). This vehicle also draws heavily on the
teenager's experience and involvement with T.V. shows such as Star Trek,
the Flintstones, and blockbuster movies like Star Wars, The Empire
Strikes Back, and Raiders of the Lost Ark. Most importantly, there is
always a sense of control over the "station." Thus, the T.V. set is a
familiar, non-threatening vehicle for the initial transposition into the
inner fantasy world created by imagining with the suggestor.
Quantitative Measures
Upon completion of the three stages of the experiment the follow-
ing questionnaires were administered: Adjective-Self-Description; Imag-
ination and Creativity Opinion; and Descriptive Scale for Creative Draw-
ing.
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The Adjective Self-Description Questionnaire (ASP)
. The ASD was adminis-
tered in the English classes by those English teachers who had the four
academic groups in the total population sample. This was done so that
there would be minimal contamination of results on this measurement from
the experiments performed during art class.
The participating English teachers were trained in the administra-
tion of the ASD. A preliminary pilot study was run in their classes un-
der the pretense of a lesson in adjectives that can describe people, such
as a close friend for example. Adjectives were contributed by the stu-
dents and were discussed with the guidance of the teacher in a format
similar to that of the ASD. These English teachers felt that this trial
run would assist students' understanding of the terminology and scoring
procedure on the ASD. However, no adjectives were used in the pilot
study that appeared on the actual ASD questionnaire.
During the following English class meeting the actual ASD was ad-
ministered. The internal consistency and retest stability of this scale
compensates for "false" answers (Veldman, 1971). Furthermore, when the
questionnaire was administered, it was stressed to the students that
this was not a "test" but rather a means of describing and learning
about themselves in a private way.
Because of the very poor vocabulary capacity of the low group in
the study (on SAT, Diagnostic Reading Scores, and academic grade aver-
ages), the teacher administering the ASD to this group gave simple defi-
nitions to those students having difficulty with specific adjectives.
This fact, and the possibility that some of the other students in this
58
low academic group may have been reluctant to seek help, must be con-
sidered in the analysis of the resulting data.
The Imagination and Creativity Opinion Questionnaire (ICQ)
. I adminis-
tered the Imagination and Creativity Opinion Questionnaire (ICO) in art
classes. Again, as with the ASD, all four academic groups in the study
population participated (regardless of whether or not they fell into the
"A" or "B" categories as previously described).
To begin, a discussion period was held in art class on imagination:
who uses it, its origins, how it might be facilitated, how often it oc-
curs, and how others might react to its depiction in a drawing.
Directions were identical for all classes. Some preliminary exam-
ples of the kinds of questions present in the scale were used in the
prior class discussions. All students seemed to understand the purpose
and intent of the questionnaire since once they started they had very
few questions, including the low academic group which has a generally
low reading comprehension level (i.e., SAT and Stanford Diagnostic Read-
ing level score)
.
The Descriptive Scale for Creative Drawing (DSCD). Rouse's Descriptive
Scale for Creative Drawing (DSCD) was the instrument completed by each
of the participating raters who were to rate the creativity in the draw-
ings done during the three stages of the study. The judging was done
by four trained art educators with an average of 10 years of art teach-
ing experience at both primary and secondary levels.
The 20 students who comprised the sample population (as outlined
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in Chapter III, The Experimental Design) had each completed one drawing
during each stage. There were thus 60 drawings for which the DSCD had
to be completed.
There was a two hour training session for these raters during which
four trial runs were made using the DSCD on drawings similar to, but not
those selected for actual judging. For the first trial the first item
on the scale, "shape," was used. Initial judgement ranged widely from
one to four on the scale. After clarification of the given terminology
in the scale, and the recognition that personal interpretations or ex-
pectations raters might have of their own students' work should be a-
voided, answers deviated no more than one or two points from each other
on the same item. Over the next two trial runs only two items on the
scale, "symbolism" and "fluency," had a spread, with ratings ranging
from three to five. A discussion on what these factors signified led
to a further clarification of the test terminology.
The last trial run, comprising all of the items on the scale, re-
sulted in 95% agreement in all areas. Only in the domain of "symbolism/
non-symbolism" was there a slight spread of answers, with one judge rat-
ing the drawing on this item three and the rest rating it a four.
The actual rating for creativity of the drawings of the 20 students
who had been randomly selected from the stratified sampling procedure
previously outlined vjere coded to insure blind judging on the DSCD.
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Qualitative Measures
Introduction . Two procedures, direct observation, and individual per-
sonal interviews with participating students, were utilized to collect
and analyze data as to the effects on behavior, involvement, and re-
sponse during GIT as well as non-GIT stages of the study. In both in-
stances group and individual data were compiled.
Observati onal accounts
. Careful recordings of observations made during
all three stages of the study were made by myself and an impartial
trained observer with art teaching experience. My observations and sub-
sequent notes were made from the front of the room, while the other ob-
server was seated at the rear of the classroom compiling similar notes.
This arrangement produced the degree of coverage required to record the
areas that were of special interest for evaluation and analysis during
all phases of the study as they related to the academic groups involved.
These included: 1) notations on general responsiveness (receptive-
ness, resistance, gross motor activity) during instruction phases of
non-GIT stages and induction phase of GIT; 2) intensity of interest, or
lack of it, as stages of the drawings proceeded; 3) number and kinds of
questions from each group prior to starting the drawing phase; 4) general
classroom nood: i.e., restless, quiet, intensity, bewildered, questions
asked verbally and non-verbally amongst participating students; 5) frus-
tration at attempts to draw: the number of students who either three in-
itial work out or re-started on other side of paper; 6) hesitancy or
lack of it in choosing media to work with; 7) period of time required to
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start actual drawing; 8) amount of time required to complete the stage
of drawing; and 9) attitude and/or interest expressed in wanting more
time than class period permitted.
Personal interviews
. Individual interviews regarding the process and
product under guided imagery technique were used to disclose elements
of both aspects that could come only from direct person-to-person inter-
views with participating students along with their drawings. Thus, iso-
lated or misleading inferences and subjective judgements about both pro-
cess and product could be avoided and a more accurate appraisal of the
effects of GIT on individual processing mechanisms and their resulting
products could be made.
To insure that a sufficient number of students from the sample pop-
ulation were represented, as well as a sufficient number of each sex at
each level, a stratified sampling procedure was used (Borg and Gall,
1971). The basis, again, was to divide students into strata according
to reading scores. A further division, according to sex, was made and
from these groupings 30 students were randomly selected for interview-
ing. Of these 30 students, 12 came from the "high," 4 from the "high
average," 3 from the "low average" and 10 from the "low" group. Again,
because of the high percentage of students representing both ends of the
scale in the analysis of data collected comparisons were generalized as
applying to "high" and "low" groups.
The interview format was semi -structured , although part of each in-
terview contained highly structured questions regarding the four key
areas of exploration: 1) the extent, degree and type of individual in-
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volvement during guided imagery technique (GIT); 2) the imaging process
and imagination involved in image formation during GIT from inception to
final product; 3) attitudes toward the final product (i.e., the drawing);
and 4) attitudes towards, and impressions about, GIT as a learning ex-
perience. However, student initiated responses were also part of each
interview. These again provided qualitative data that quantitative mea-
sures might have missed.
All interviews were conducted immediately following the third, or
GIT, stage of the study. All interviews were conducted by myself and
taped from beginning to end. All interviewees gave their permission for
the interviewing and taping, and confidentiality was assured.
The interviews were conducted in the privacy of a separate office.
The groups involved had been told that some questions might be asked of
them, but this general remark was made casually so that no special sig-
nificance might be attached to it. Those selected for interviewing came
from art class, various other classes, study periods, etc., where coop-
erating teachers had been prepared to release these students for a per-
iod of time. The other teachers involved were also instructed to mini-
mize or even ignore where possible the fact that individual students
might be called to another place for a short period. This prevented
much of the apprehension usually attendant to such a situation and mini-
mized consequential contamination of the interview material
.
Once the students were told the purpose' of their visit, i.e., "to
discuss what we've been doing and talk about your pictures," all but one
student were not only excited about this prospect, but many started the
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discussion immediately and before I had an opportunity to turn on the
tape recorder or ask them to start.
CHAPTER VI
ANALYSES OF QUANTITATIVE DATA
Introduction
This study was designed to test the hypothesis that GIT has an ef-
fect on creativity in drawing. The instrument used to assess change in
creativity in the drawings produced over the stages of the study was the
Descriptive Scale for Creative Drawing (DSCD). Data provided by the
four judges who utilized the DSCD to rate each drawing were subjected to
statistical procedures to determine 1) the inter-rater reliability of
items on the DSCD and 2) analysis of variance on the scores of the DSCD,
thus enabling comparisons to be made not only between subjects as to
group, but within subjects as to stage of the study.
In addition, several minor hypotheses were tested in this study.
Two hypotheses linked certain personality traits (as evidenced from the
results on the Adjective-Self Description Questionnaire) with results
obtained on the DSCD. The second part of this chapter addresses the
analysis for these data. Additional minor hypotheses predicted that
students' preferences for and impressions of imagination and creativity
would also be correlated with results obtained on the DSCD (to be dis-
cussed in Chapter VIII).
Analysis of the Descriptive Scale for Creative Drawing
Inter-rater reliability of the creativity rating items . Inter-rater re-
liability of each of the eight items on the DSCD was estimated by compu-
ting the correlation between the ratings given by pairs of raters. This
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was done for each of the six possible pairings of the four raters. The
six correlation coefficients were then arranged using the Fisher r to z
transformation.
Only ratings for Stage One ("Draw a Garden") were used in the anal-
ysis of item reliability. This was done for statistical reasons, in or-
der to limit the amount of computations, and was justified on the basis
that drawings were blind rated, i.e., drawings from all three stages
were rated together by each rater, with the rater unaware as to which
stage a drawing represented. For these reasons, there was no expecta-
tion for reliability of ratings to change over stages. Since item vari-
ance did increase over stages, probably as a function of this increasing
variance, total scale reliability also increased over stages. Thus,
Stage One inter-rater reliability of items is probably the lowest of the
three trials.
The Statistical Package for the Social Sciences (SPSS) procedures
"Pearson Corr" was used to generate the correlations between rater pairs.
Examination of the average inter-rater r's revealed that the item "sym-
bolism" on the DSCD was substantially lower in reliability than the oth-
er seven items. "Symbolism" had also proved the most troublesome item
in the raters' training session, where it continued to be the one item
where agreement could not be reached over trials. For these reasons it
was decided to omit the "symbolism" item from the total creativity score
for the remaining analyses.
Using the SPSS, a total creativity score was computed for each sub-
ject for each rater. Thus, each subject had four creativity scores, one
from each rater for each of the stages. Next, the SPSS "Pearson Corr"
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procedure was used to compute the inter-correlations of pairs of raters
within each stage. As for the item reliability analysis, the correla-
tions for the six possible pairings of the four raters were transformed
to z and averaged. The resulting inter-rater' reliabilities are indicat-
ed in Table 1
.
TABLE 1
Inter-rater Reliability Using Pearson "r" on DSCD
Stage One .658
Stage Two .767
Stage Three .911
Overall .805
The increase in reliability over stages as indicated above, is most
likely to be a function of the increasing variability of creativity
scores. Though somewhat low for the first two stages, the estimated re-
liability is an underestimate, since the ratings used in subsequent anal-
yses were the average of the four raters' rating.
The inter-correlations of creativity items was done using the SPSS
"compute" statements. Sums consisting of all four raters' ratings on
each item (e.g. the four ratings on "shape") were computed for each
phase for each subject. Then the SPSS "Pearson Corr" was used to com-
pute the correlations between item scores (both within and across stag-
es) (Table 10)
.
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Analysis of variance on creativity scores . Using the average of 28 cre-
ativity ratings (4 raters x 7 items) as the dependent measure, a two-
way mixed-model of analysis of variance with one between-subject, i.e.,
reading group, and one within-subject (i.e., stage) factor was performed.
The means for each treatment factor are shown 1n Table 2.
The difference between means is illustrated by the equations in
Table 3 which indicate where levels of significant differences occur.
TABLE 3
Analysis of Creativity Means Across Groups and Stages
Mean of
Group B
Stage 2
Mean of
Group B
Stage 1
Mean of
Group A
Stage 2
Mean of
Group A
Stage 1
(2.51 1.99) (2.19 2.04) > .05 n.s.
Mean of
Group B
Stage 3
Mean of
Group B
Stage 2
Mean of
Group A
Stage 3
Mean of
Group A
Stage 2
(2.70 2.51) (3.32 2.19) = < .05*
* Where .05 is level of significance
As can be seen in Table 4 the main effect of reading group was not
significant (F = .64; df = 1 , 118; p > .433). This supports the minor
hypothesis (H^) that ratings for creativity would be independent of stu-
dents' placement as to group. The main effect for stage, however, was
significant (F = 20.4; df = 2, 36; p < .016) . This supports the major
hypothesis that GIT does have an effect on the enhancement of creativity
TABLE
4
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in drawing. There was also the significance of the inter-action of
reading groups and stage (F = 4.41; df = 2, 360; p < .025), indicating
that within stages the groups, though performing progressively, are do-
ing so in different ways. This finding is illustrated in Figure 4 . The
analysis of variance is charted in Table 4.
Summary . There was a significant difference (at .016 level) among the
overall means of the three stages and in the two groups in their change
over stages. This change was seen in the small gain by the "high" group
as they moved from Stage 1 to Stage 2 in comparison to the larger gain
experienced in the same frame by the "low" group, and by the very large
gain experienced by the "high" group as they moved from Stage 2 to Stage
3
,
a gain that was not matched by the "low" group. However, the results
for effect of group and stage indicate that there was no significant
overall difference between the "high" and "low" groups.
Because of the question of validity of the DSCD overall means those
items which were believed by the raters to be most indicative of creati-
vity in drawings done for this study by adolescents (in comparison to
the original use of DSCD by another researcher to evaluate the artwork
of older students) were analyzed separately. These items were "origin-
ality," "realism," and "fluency." The means for each of these variables
for each treatment factor are shown in Tables 5, 6, and 7.
This separate breakdown for "originality" indicates a gain, albeit
relatively small, over all stages for the "low" group and a small gain
for the "high" group from Stage 1 to Stage 2. However, there is then a
dramatic increase from Stage 2 to Stage 3 for the "high" group.
MEAN
SCORE
r
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"low" group
Figure 4
Effect of Interaction of Group and Stage
72
TABLE 5
Comparison of Means Across Stages
on Item "Originality*' from DSCD
Reading
Group
Stage 1
Mean SD
Stage 2
Mean SD
Stage 3
Mean SD
"B"
< 50%
1.77 .506 2.80 .654 2.87 1.049
"A"
> 90%
2.05 .425 2.60 .952 4.17 .602
TABLE 6
ii
Comparison of
Representatiorf (From
Means Across Stages on Item
Realism to Abstraction) from DSCD
Reading
Group
Stage 1
Mean SD
Stage 2
Mean SD
Stage 3
Mean SD
1) g
jl
< 50%
1 .67 .457 2.37 .680 2.63 1.370
IV o
= 1.60 .394 2.17 .825 3.43 .601
TABLE 7
Comparison
on Item
of Means
"FI uency"
Across Stages
from DSCD
Reading
Group
Stage
Mean
1
SD
Stage 2
Mean SD
Stage 3
Mean SD
"B"
< 50%
1 .85 .568 2.52 .570 2.80 1.153
"A"
> 90%
1 .70 ,537 1 .95 .575 3.57 .624
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In the comparison of means for "representation (from realism to
abstraction) there is, again, a difference in progression by the groups.
The "low" group gains slowly across stages, but is somewhat higher than
the "high" group in Stages 1 and Stages 2. At Stage 3, however, the
difference is not only greater between groups, but the gain for the
"high" group as it moves from Stage 2 to Stage 3 is considerabley great-
er than the similar gain for the "low" group.
The pattern of change for "fluency" shows a similarity to that for
"representation." Small, but higher gains are shown for the "low" group
from Stage 1 to Stage 2 than for the "high" group, but then there is
another considerable gain for the "high" group from Stage 2 to Stage 3.
Planned comparisons among treatment groups . The method of planned com-
parisons is important because whenever hypotheses are formulated and
systematically tested and empirical results support them this is more
powerful evidence of the validity of the hypotheses than unplanned "oc-
currences" (Kerlinger, 1973).
A planned comparison in this study involved the set of orthogonal
(i.e., independent) contrasts within the stage factor (i.e., independent
variable) with the main effect of stage contrast being implied as a con-
trast:
1) the overall gain from Stage 1 to Stage 3 is
greater than zero;
2) the overall gain from Stage 2 to Stage 3 is greater
than the overall gain from Stage 1 to Stage 2.
The first contrast (using weights -1, 0, 1)* was significant (F = 39.4;
where the sum of weights equals zero.
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df = 1 , 18; p > .20). The overall alpha level (i.e., error rate) was
divided between these contrasts and the test of the main effect of stage,
such that each was tested at the .016 level. This meant that to keep
the results at .05 level of significance the initial .05 was divided be-
tween the test of the overall factor and of any contrast within that
factor. Thus, in this instance .05 was divided by 3.
These results indicate that, over both groups, there was a signifi-
cant gain from the first to the third stage and that the amount of gain
between the first two stages did not differ from the amount between the
second two stages.
Post hoc comparisons . Post hoc comparisons can be used for exploratory
and interpretative purposes (Kerlinger, 1973). In this study to further
examine the overall differences among the means and to check which vari-
ables might contribute to the significant differences that were found,
three post hoc comparisons were made. These comparisons examined the
nature of the group x stage interaction. The Scheffe test, which is a
method that can be applied to all comparison of means after an analysis
of variance, was used {Kerlinger, 1973).
The first contrast tested the hypothesis that the gain from Stage 1
to Stage 2 was the same in both groups. The obtained F of 2.3 was small-
er than the Scheffe critical value,* indicating that there was not a sig-
nificant difference between the two groups in the amount gained betv;een
Stage 1 and Stage 2.
*If and only if the F test is significant, one can test all the differ-
ences between means; one can test the combined mean of two or more
groups against the mean of one other group (Kerlinger, 1973).
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Th6 sscond contrdst tsstsd thG hypothGsis of squdl gain from Stags
2 to Stage 3 in the two groups. The obtained F of 7.6 exceeded the
critical value, indicating the gain of the "high" group between Stages 2
and 3 was significantly greater than that of the "low" group.
The third post hoc comparison tested the hypothesis that the con-
trast (Stage 3 - Stage 2) = (Stage 2 - Stage 1) was the same for both
groups. The obtained F of 8.1 indicated a significant difference at the
level p < .05 between the two groups in the relative proportion of their
gain made in each stage of the experiment. This finding of a signifi-
cant interaction of the contrast with group, is consistent with the find-
ing of a significantly greater gain by the "high" group from Stage 2 to
Stage 3 (as examined in the second post hoc test). Taken together, these
results suggest that the source of the significant group x stage inter-
action in the analysis of variance is the fact that the "high" group
1) made the larger part of its total gain between the second and third
phases, and 2) gained significantly more than the "low" group between
the second and third stages.
Summary . From an examination of the group means and the results of the
comparisons, it would seem that the gain of the "high" reading group be-
tween Stage 2 and Stage 3 is the major source of both the significant
main effect of stages and of the significant interaction. The finding
of no main effect of reading group should be interpreted guardedly, how-
ever, since there appears to have been a distinct difference between the
"high" and "low" groups in the pattern of their increase over stages.
However, though the gain for the "low" group was not as great as it
was for the "high" group, the fact that this "low" group did make a
gain over stages should not be discounted.
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Analysis of the Adjective Self-Description
Questionnaire (ASP) and the DSCD
The relationships of ASP factor 1, "efficiency" and item "handling" from
the DSCD . It was a minor hypothesis (H^) of this study that students
who perceive themselves as "careless" will produce drawings that are
more creative than students who perceive themselves as "careful." Cor-
relations between ASD 1 (efficiency) and the average of the four raters
on the item "handling" in each stage (H-j
,
H
2 ,
H^) were computed using
the SPSS procedure "Pearson Corr." No r was significantly different
than zero, therefore the data do not support this hypothesis.
TABLE 8
Correlation of ASD 1 ("Efficiency") with DSCD "Handling"
n low" "high"
r of ASD 1 with H-j
r of ASD 1 with H
2
r of ASD 1 with
.09 .00
.41 -.37
-.52 .24
The relationship between ASD factor 4, "creativity," and creativity score
from DSCD . It was a minor hypothesis (H 2 ) of
this study that students
who perceive themselves as "creative" will produce drawings that are
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more creative than students who perceive themselves as "not creative."
Correlations between ASD 4 ("creativity") and the creativity rating of
drawings from each stage were computed using the SPSS "Pearson Corr."
No r's were significant therefore the data do not support the hypothe-
sis.
TABLE 9
Correlation of ASD 4 p'Creati vity")
with Creativity in Stages
"Low" "High" Total
Stage 1 .18 .25 .20
Stage 2 .21 .29 -.04
Stage 3 -.51 .40 -.05
An analysis of variance was run for all items of all questionnaires,
but only those which were significant at least at the .01 level were se-
lected for examination.
TABLE
10
Pearson
Correlation
Coefficients
for
All
Variables
in
the
Study
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Otis-Lennon
Mental
Ability
Questionnaire
RDGRP:
Reading
group
"high"
>
90%
or
"low"
<
50%
ASDl
:
"Efficiency"
from
Adjective
Self-Description
Questionnaire
ASD3:
"Creative"
from
Adjective
Self-Description
Questionnaire
Q3,
Q5,
Q6A,
Q7
:
Refer
to
Imagination
and
Creativity
Questionnaire
(in
Appendix
C)
CHAPTER VII
ANALYSIS OF QUALITATIVE DATA
Analysis of Observational Accounts
In addition to analyzing the effect of GIT on the creativity in
students' art work, I also hypothesized in this study that there would
be a difference in the effect of GIT on such things as general classroom
behavior, response to its use, techniques of working, and acceptance of
its use between the "high" and "low" groups. In order to note any
change in these factors that accompanied the GIT stage, it was necessary
to compare these same variables under the conditions of the other stages
of the study. I was also interested in noting individual changes within
a group and of groups as a whole as they moved through stages. Thus,
for purposes of comparison the "high" and "low" academic groups were se-
lected as whole units, since 80% of the group "A" subjects came from the
"high" group and 90% of "B" subjects came from the "low" group.
The tables in the appendix are drawn from carefully recorded obser-
vations made by myself and an impartial, trained observer, and depict
specific behaviors and responses within each group in each stage and the
corresponding behaviors and responses of the other group.
The differences in behaviors and responses to Stage 1, "Draw a Gar-
den" between the "high" and "low" groups were somewhat typical of behav-
iors and responses to any given art assignment in a regular art class.
Throughout the year, directions for such assignments were usually greet-
ed with confusion and questioning on the part of the "low" group and a
tendency for self-discipline and self-initiated response in the "high"
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group. Th6 exc6ssiv6 playing with materials that was characteristic of
the “low" group in Stages 1 and 2 took place even though all students
were familiar with all the materials made available for each stage. This
tendency to view materials as instruments for exploration and experimen-
tation was also typical behavior for this group as compared with the
more mature handling evident in the "high" group. Also expected was the
relatively short period of time required by the "low" group to complete
Stage 1. This rapidity with which art productions were completed
throughout the year was probably expressive of the short attention span
and lack of thoroughness characteristic of the "low" group (note: re-
ports from academic subject teachers of these same students supported
this observation).
Stage 2, "Draw a Make-Believe Garden" followed Stage 1 four weeks
later. However, as suggested by the questions posed by students in the
"low" group, the topic for drawing in Stage 1 had remained unchanged with
some of them. If this were the case with the "high" group it was not
brought up for discussion by any student. Common to both groups was a
general interest at the outset which gradually diminished toward the con-
clusion of the tape. The exercise, as several commented, was "like any
other class assignment," or was the "same as the other garden." These
and similar remarks may serve as explanations of this phenomenon.
In Stage 2, far more students began with pencil in the "high" group.
This might relate to the care and precision which accompanied most of
their work, since erasure of errors was easier as the basic sketch took
form. The playing with materials and sense of restlessness when work
was completed was, again, not unexpected in the "low" group.
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Stage 3 was marked by sharp contrasts in initial and concluding re-
sponses to GIT from both groups when compared to previous stages. As
indicated, in Table 13 under "General Responsiveness to Taped Instruc-
tions," there was a pervasive stillness and attentiveness from the start.
Even as the tape began some students in both groups had their eyes
closed. Similarly, at the first mention of "breathing" and "heads down"
on the tape a majority became involved in such motions even though in-
structed to wait. By the time the tape reached the "ready" phase, with
very few exceptions, all heads were down and students were, indeed,
ready to begin.
While listening to the body of the tape, responses in both groups
continued to be similar. There was actual physical movement to "touch"
the lantern, and, in the "high" group a reaching for materials before so
instructed. A marked difference from previous stages characterized both
groups in terms of responsiveness at the end of the GIT tape. There was
a deliberateness of movement, a slowing of reactions as indicated by
those who, though their heads were up, gazed off, and by those whose
heads remained down. A marked stillness continued in the room. There
were no questions from either group. After a period of time the motions
and actions quickened and students in both groups became engrossed in
their work. There was an absence of playing with materials in the "low"
group. The previous mood of handling materials was replaced by deci-
siveness, and, similar to students in the "high" groups, several request-
ed special materials they needed to replicate what they "saw." Innova-
tive ways of using available media were evident in the "high" group.
Time required to finish drawing and interest in being allowed to
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finish increased sharply in both groups when compared with previous
stages. After 60 minutes of drawing time 10 students in the "high" group
completed their work. In the "low" group 14 students drew for 30 min-
utes or more, whereas in Stage 1 all finished before that period of time
and in Stage 2 only 4 were still working after 30 minutes. Students
from both groups whose drawings were incomplete at the end of the draw-
ing period asked for additional outside time to complete their work. No
such interest was expressed in either group at the conclusion of the oth-
er stages. Furthermore, interest in the technique itself, in GIT, was
also evident from remarks made in class the next day by members of both
groups as many asked when they could draw "that special way" again.
Surranary . The responses, in terms of behavior, attitude, handling of ma-
terial, and time spent drawing, in Stages 1 and 2 were similar to re-
sponses to any art assignment within the "high" and "low" group. The
"high" group worked generally with precision, care, self-discipline, and
mature handling of materials. The "low" group tended generally to be
restless, inattentive, and immature in their approach to available ma-
terials.
The hypothesis (H^) that "high" and "low" groups would respond dif-
ferently in terms of acceptance and approach to GIT was not supported,
as the tables indicate. Both groups, though showing marked changes in
Stage 3 from previous stages, were involved in changes which were shared
during and after presentation of the GIT tape. Confusion, questions,
playing with materials, were replaced by quiet, self-initiative and ma-
ture utilization of media in the "low" group as well as in the "high."
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dost p6rvas1ve was the sense of stillness and invol vefnent during the in-
struction phase and in the drawing period following it. The time spent
working increased markedly for both groups and the interest and care with
which students regarded their drawings from this stage were evident from
their requests to be allowed to finish beyond regular art class time,
GIT was an experience that many from both groups had enjoyed. This
was directly expressed by some and indirectly by others who asked to be
allowed to draw “that way" again during the next class meeting time.
Analysis of the Personal Interviews
A visual expression, such as a drawing, involves process, product
and various modifying factors. The process, locked within the person
of the artist, is not easily identifiable for the vievner. The product,
however, can be viewed apart from the artist and It is from this that
most inferences about the process involved are made and most judgments
about the result are based. Both product and process, however, are mu-
tually dependent. As Brunell (1970) pointed out, if there is no process
there is no product but likewise, if the product is absent we are left
only with fantasy.
Eisner (1974) also addressed process and product on examining what
he called the cominon "myths" in art education. He emphasized that the
educationally significant aspect for students is 'the process they under-
go while making something, not the product they make. He continued, how-
ever, that we would not be able to see this process unless we were mind
readers. What we do see is the end result, the product, and from this,
we can gain some insight into what precipitated and preceded the graphic
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image. Further, he argued, it is the product which will be ultimately
judged. "Processes," he concluded, "can be improved by attending to the
product, and products improved by making inferences about the processes"
and to neglect one in favor of the other is both impossible and educa-
tionally naive (p. 11).
In this study the drawings produced by the students under GIT were
examined in terms of their expressed creativity. In so rating the draw-
ings, however, the product was isolated from its producer, and thus only
references and subjective judgments about the inherent process involved
could be made.
In order to achieve a more accurate appraisal of the effects of GIT
on individual processing mechanisms, and to test the hypotheses that
1) GIT enhances students' opinions of their capacity for imaginative in-
volvement (Hg) and 2) that the degree and types of participation and in-
volvement of students are not uniform under uniform conditions (My), in-
dividual interviews with thirty participating students were conducted.
In this study process analysis involved investigating factors and/or con-
ditions that preceded and accompanied the creation of the drawn product.
Specifically, these factors, or conditions, were: 1) the extent, degree
and type of involvement experienced during GIT and how these .compared to
experiences in the other stages; 2) the imaging and imagining processes
involved that accompanied image formation and how these changed as the
student moved from stage to stage in the study; and 3) the appraisal, by
the students, of their own drawings completed under non-GIT and GIT con-
ditions. An examination of process under GIT would enable conclusions
to be made not only about the proposed hypotheses but the relationship
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of GIT to the act of creating, and the educational value of that experi-
ence could also be drawn.
Types of involvement during guided imagery technique . As revealed dur-
ing taped discussions, certain experiences emerged as common to students
regardless of academic grouping. These involved imagined and hallucin-
ated material which bore close resemblance to trance phenomena reported
in many studies (Taylor, 1964; Weitzenhoffer
,
1957 and Tart, 1972). Such
experiences included: involvement with fantasy in various departures
from reality, embellishments and distortions of perception, different
physical feelings, magical thinking, and the enhancement of faculties.
One facet of this type of involvement, which surfaced during the
interviews, was the students' orientation to place during GIT. Many ex-
perienced a physical sense of actually existing in their special "magi-
cal place." Their occupation of real space, i.e., their seat in the art
classroom, was pre-empted variously by an imagined presence elsewhere to
a very vividly hallucinated inhabitation of that place where they found
themselves as they listened to the guided imagery. One student ex-
pressed how the experience was different.
I couldn't see myself, but I felt it. It was an
i n-between feeling ...like.. . everythi ng . . .1 eavi ng
(Here the words are very drawn out.)... a place...
nowhere. . .but just there .
This difference in "being there" was distinct from the experiences
of Stage 2, the "Make-Believe Garden." "In the make-believe garden,"
one student explained, "I pictured a walk into [it]. In the magical
(GIT) garden I saw it, ...I was ^ that place."
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Modes of entry into the "magical place" of GIT involved fantasy,
imagination and hallucination. Some "floated up through the sky," an-
other "parachuted down." Some touched their "magic lantern" (note GIT
tape) to transport them, while others turned on their "T.V." set. Gain-
ing access through a "doorway" was also common. A large number even re-
lated the specific instructions they received about the "door" to their
special place, in spite of the absence of such a direct suggestion in
the GIT tape.
Movement towards the "magical garden" often involved walking, but
the associations linked to it were unusual. "Whenever I wanted to know
more," one explained, "I just seemed to move right to it." Occasionally,
the surroundings took on an inner life of their own, such as "moving in
wavy 1 i nes .
"
Sensory expansion was also common. This included tactile and audi-
tory sensations as well as sensations of warmth and/or coolness. Stu-
dents talked about the surface texture of the "seen" objects and what
they felt as they touched them. Things were soft, smooth, hard, rough,
tough and they even changed during the "visit."
Sound had a unique presence. Some talked about the "loudness" of
the "magical place," but all agreed on the extreme quiet and stillness
they experienced and related this to be able to both think and see in
a better way. Odd physiological sensations were also experienced: "I
didn't feel cold even though it was winter there... I didn't feel much
except wanting to know what [this place] was."
Summary . The involvement with fantasy, embellishments and distortions
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of perception, magical thinking, physical movement and sensations that
characterized many students' experiences during GIT are closely related
to trance phenomenon, which may be a by-product of GIT.
Impressions and involvement, both of getting to the "magical place"
and being there, operated at three levels. These ranged from normal
life experiences, to imagined ones, to the ultimate involvement— a liv-
ing and exploring presence unbound by previous experience in the real
world and without stimuli from it. Some walked there. Others removed,
ignored, or went through doors and walls. Once there, climatic condi-
tions were experienced as students explored with a similar admixture of
reality and fantasy. Some of these experiences related to suggestions
within the guided imagery tape and were probably initiated by them. Oth-
er phenomenon seemed to occur spontaneously.
Imaging process and imagination . The visualizing and imagining proces-
ses antecedent to graphic representation were important in this study.
Many other studies that focus on the creative process explore just such
preliminaries to production. By using the interview format, however, in-
ferences about process could be supported or negated by exploring with
the producer those facets of experience that related directly to it.
Thus, as researcher I could gain insight and understanding not only into
what took place, but how it took place. Comparisons about GIT and non-
GIT experiences and the significance of this technique in the general
creative process could also be made.
A variety of modes characterized the visualizing and imaging pro-
cess begun in GIT. The "ah-ah," moment of birth, that May (1976) refers
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to was frequent here. "It just popped into my head," "It just suddenly
came," "It sorta fell into my mind" were typical expressions of those
students for whom the creating process seemed to begin abruptly. For
one, a dramatic "flashing" occurred: "It came over it at the end, block-
ing everything else. It was like the center of attraction."
Others had experiences more in line with the "freeing" process pop-
ularized by Kubie (1961). "All you had to do was to forget what you
were thinking about... and think about what you wanted to," one student
explained. Another compared the relative difficulties of image forma-
tion in the make-believe garden (non-GIT) and that in the magical garden
of GIT. In one way, this student explained, the magical garden was more
difficult because images were new and you had to "kinda remember" what
you had seen in order to draw it, but concluded that "it didn't [really]
matter because it was my_ thing and no one had seen it."
The "new visions" concept of Jung, (i.e., images that are not symp-
toms of something else) was also evident. Thus, a student described the
"flowers" of their magical garden as being "really bright... all differ-
ent colors... not just one, like normal flowers."
A dream-like quality accompanied the GIT experience for some. They
spoke of "being down," of "suddenly awakening." The blurred objects
which gradually came into focus also related to this awakening process.
Another phenomenon which could similarly be linked to the mode and sug-
gestions in the tape involved a gradual "lightening" of the scene as it
came into focus. "It [the garden] just got brighter and brighter," one
student remarked, while another commented that "if you go in there [the
89
garden] you won’t notice... or think about the black because it was so
bright.
"
The hallucinated sense of "reality," the feeling that things truly
existed in this place where actual time and thought references and ex-
ternal stimuli had been distorted, was an important factor in the GIT
imaging of many students. The realistic sense of being there enhanced
exploration and the examination of images and made closer scrutiny pos-
sible. Distinctions were made by many students between their imaging
during GIT and non-GIT as they related to this sense of realism: "In
the make-believe garden I didn't have a picture in my mind, but in the
magical garden I saw it, I [could] picture it and could draw it better;"
"The make-believe place was just made up, but the mountains [GIT] were
something I saw, it was real, and easy to draw;" "The magical thought
came clear to me... [it] stayed longer, probably because I was walking
through it and could see it."
For a few, primarily from the "low" group, however, the unfamiliar
setting initially made it difficult for them to draw, they had to get
used to new things, but, as one who experienced this problem concluded,
"[drawing] became easier because it’s still in your head."
Amongst these various ways of imagining and the ease or difficulty
with which the process flowed, one factor remained relatively consistent
throughout: the need for quiet and lack of interruption. One student
put it this way: "With your eyes closed... you couldn't see the room
and couldn't get any ideas to put in your mind." This was beneficial
"because there's nothing around to influence you."
This observation is echoed in other remarks about the "quiet" "which
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helped you think better," and the difference from " NORMAL
,
when everyone
was talking." "When you have to think by yourself," as in the magical
garden, you need "a lot more quiet." Others experienced imagined
"noises," but these were of the students' own imagining and seemed to
enhance concentration much as the accompanying music does in a drama.
It is interesting that so many of the remarks of these adolescents in-
volving the idea of reduction or restrictions of external stimuli should
surface here, since this is one of the factors that researchers like
Richardson (1969) saw as crucial for the emergence of images into con-
sciousness.
"Imaging" has been used generally in this study to describe the men-
tal representations experienced by students in GIT. But it is not an
isolated or singular mode. It is a group of phenomenon which include:
after-imagery (positive images which persist with great clarity and ex-
actness after the stimulus has been removed); memory images (related to
recall but not mistaken as percepts--as after images--and can precede,
accompany, even anticipate ongoing thoughts); eidetic imagery (vivid
photographic reproductions of absent stimuli frequently, but not exclu-
sively, experienced by children), hypnagogic (HG) and hypnopompic (HP)
imagery (images linked to that half wakeful, but conscious state just
prior to and just after sleep respectfully). Because the format of GIT
had sleep-like aspects to it, some fragmentary elements of HG and HP
imagery may have been present in students' imaging process. It was also
apparent that memory images were operant during the phases of the study.
But the aspect of imagery that was of most interest to this study is cre-
ative imagination, for it is this type of imagery which creates new and/
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or different arrangements of elements in the absence of external or ex-
isting stimuli during the imaging process.
The first stage of the study, where students were invited to "draw
a garden," depended upon their ability to recall images. Some memory
imagery was also noted in the third, GIT state, in the experiences of
two students who drew upon a T.V. cartoon show and a movie as the exter-
nal and remembered stimuli for their GIT images.
Interview material seemed to indicate the second stage (the make-
believe garden of goal directed non-GIT) apparently involved memory as
well as some formation of new images without known prior references.
The third stage, the GIT magical place, however, seemed to unleash
imagination, and give the sense of freedom and lack of restraint that so
many referred to, the "do what you want," "couldn't make mistakes," "my
special place of my own" type of feeling. For many it was an active
process requiring initiative "[In] the make-bel ieve. . .you ' ve seen ob-
jects like these before so you just draw them. The magical garden takes
more imagination [because] you have to think by yourself," is how one
described it.
Imagination is an amorphous entity as many authorities have ob-
served (Arieti, 1976; Rugg, 1963; Barber, 1974). It is, however, a
thought process occurring during consciousness. Imagination encompasses
a wide spectrum, both qualitatively and quantitatively, and imagery that
can range from isolated, or clusters of uncomplicated thoughts and im-
ages to intricate, complicated whole creations involving many systems
and senses that are unrelated to external reality and which may be
unique.
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The interview material suggests that GIT facilitated imaging, or at
least vivified it when compared to non-GIT experiences. Furthermore,
GIT seemed to free and energize imagination and activate the discovery,
the linking, the innovation, the matching and finding, and the synthesis
which seem inherent in creative imaging and probably the creative pro-
cess (Arieti, 1976; Rugg, 1963; Richardson, 1969; Ehrenzweig, 1967;
Gombrich, 1969).
Through such processes images of blue rabbits, smiling polar bears
and walls over which you could be lifted, could be juxtaposed into a
scene part zoo and part garden. The same forces probably were operant
in a winter scene which was punctuated with a warm desert of growing
things; allowed a grandmother to be integrated with trees, and noisy
horses and butterflies; and constructed a room made of different shapes
with clouds in it. And without being aware of this theoretical basis
for imagination, nor the necessity for knowing such over and again the
students innately understood that they were "using their imagination,"
"imagining by themselves," that, as one concluded, the magical garden,
"had a lot more... like imagination in it."
Imagination enables one to go beyond conventional restraints, to
explore the unknown, to create the new. It allows one access to the in-
ner world. Imagination can construct, and all this activity, the cul-
mination of all these processes, is the bringing forth into the outside
world the product, released verbally, as in literature, or visually as
in art. In this study it was released as the drawings of these students.
Students' appraisal of their drawings completed under non-GIT and GIT
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conditions . Once the product, the graphic image, was in visible form it
was judged by the raters and the qualitative measures from the DSCD were
applied. In terms of quantitative analysis, however, the focus was on
the subjective judgments and comments the students, as producers, had to
make about their work and the comparisons they established between their
drawings from Stage 2 ("The Hake-Believe Garden") and Stage 3 ("The Magi-
cal Garden" of GIT)
.
A recurrent theme throughout the interviews and spanning both aca-
demic groups was the enjoyment, the comparative desirability of GIT over
non-GIT drawings, and the ease with which the former were executed. One
student explained it this way: "I didn't think I could draw [the magi-
cal garden] because it was really different, but I found out that I
could..." Drawing the make-believe garden was harder because "you had
to think what to use and stuff," whereas in the making of the magical
GIT garden "I didn't really have to think... I went right to the pastels
and markers" concluded another.
Various other explanations, such as "the information just kept com-
ing," "I could see it clearly in my mind," were also offered to distin-
guish GIT from the non-GIT drawing and to explain why the resulting pro-
duct of GIT was preferable.
Even those who found the magical garden of GIT harder to do, pre-
ferred that method. Explaining why, a student mentioned that it was
both simpler and more complex: "There wasn't as much detail .. .even
though it felt like there was much more." Several also mentioned that
even though it might be harder in the beginning, once you started the
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magical garden, it was much easier than the make-believe one.
Aesthetic factors also came into play. Several commented that
their make-believe places were not as full, as colorful or as interest-
ing as their magical gardens. The verbalized sense of freedom was evi-
dent in students' appraisal of their products. The lack of restraint,
the fact that this product was their own, that even if mistakes were
made they could not diminish the value of their drawing, were some of
the factors that contributed to students' preference of their GIT pro-
ducts over non-GIT ones. "You can image all sorts of things and pick
ones that you want to do..." explained one. Another echoed this general
sentiment when comparing the make-believe and magical drawings: "In the
pretend garden you just made a pretend garden... In the other one [GIT],
you kept getting information and you just kept thinking of more stuff."
The lack of the right materials to successfully complete their
drawings in GIT was an issue for students from both groups. In the usual
drawing situations of this age level, materials are generally secondary
to the assignment.* Approximations of color and texture, almost always
suffice and are accepted by students as quite satisfactory. Such com-
placency was less common in GIT. Several complained, for example, that
the different colors in the magical garden, which they had never seen
before, could not be duplicated with the available colors. Once they
had what was needed, drawing could be more easily completed and the col-
The exception throughout the school year was the ''low" group which in
their handling of materials represented a much earlier stage of art de-
velopment reminescent of the kinesthetic involvement-type activities of
young children.
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ors would match the imagined ones.
There were two instances, both from the “low" group, where students
commented that there was either "no difference" in their GIT and non-GIT
drawing, or that it "didn't make any difference" to them in terms of
preference for drawings or the manner in which they were done. Two stu-
dents, both boys, felt the whole thing was "boring," that their drawing
showed "nothing" and that they would not want to participate in GIT
again.
Further, in this study 26 of the 30 students interviewed, across
academic groups, judged their drawings done under GIT as superior to the
drawings without GIT. These judgments are the students' perceptions of
the quality of their products; their comments are a clear recognition of
the fact that these students felt they had expanded and enriched their
imagination, felt they had a unique and exciting experience, and were
able to present a reasonable and visible facsimile of that experience.
It demonstrates vividly, I felt, the limitations of arbitrary inferences
by a viewer of art about an art product without careful consideration
and examination of the process involved, and thus substantiates Eisner's
view that process and product in art and art education cannot be dichot-
omized.
Those students who expressed and exhibited a negative attitude were
boys who were excellent students in the "high" group. One had excep-
tional talent in art which was evident in his work throughout the year.
Both refused to take part in the work at the onset and tended to display
rigidity and arrogance during the drawing periods and during the inter-
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view. They implied that GIT was awkward and unnecessary. The dynamics
of their reactions are probably multivaried, but one could speculate
that their previous achievements came from knowing and being in total
control of faculties that allowed them to excel! in disciplines like
math and science. The work of the student who was superior in art was
technically superior, his work habits meticulous, but the final product
often lacked a sense of freshness or spontaneity, both factors which
seemed operant in the experiences of those who preferred GIT drawing
experiences
.
Summary . The process involved in creative art production during GIT
was fundamental to this study. Representatives of some of the various
creating modes, such as May's "moment of truth," Kubie's "freeing" pro-
cess, Jung's "new visions," Freud's "subconscious," and others were con-
sidered to be operant in GIT as evidenced by students' remarks. Image
formation ranged from those which materialized spontaneously to those
which evolved slowly, from those which were brightly illuminated to ones
which seemed to come out of an obscuring fog. The sense of realism of
the GIT experience and place seemed to play a significant role, enhanc-
ing the visualizing of objects whose images now existed. Some students
felt the concentration involved required much thought and exertion to
capture a fleeting moment that might soon vanish once the "stimulus"
(albeit an imaginary one during GIT) was removed.
Finally, a spectrum of imagination is described, ranging from basic
memory-type imagery to creative ones. Imagination in these adolescents
seemed to draw on basic images as a construct for knowledge, and then to
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move beyond, assemble, and finally release the created product in the
visible form of a drawing.
Based on the analysis of the qualitative data supplied from recorded
observations, the hypothesis (Hg) that students in the "high" academic
group will respond differently in terms of acceptance and approach to
GIT than students in the "low" academic group was not supported. Though
substantial differences were noted in Stages 1 and 2 in terms of general
classroom behavior, response, and techniques of working between groups,
in the third GIT stage these factors were found to be remarkably simi-
lar. The most significant differences in Stage 3 appeared to originate
from the "low" group whose response and handling of materials were in
marked contrast to behaviors exhibited in Stage 1 and Stage 2.
Based on the analyses of the qualitative data supplied from the
taped interviews, the hypothesis (Hg) that GIT enhances students' opin-
ions of the capacity for imaginative involvement in terms of ease of re-
membering and vividness of images was supported. Further validation of
this hypothesis came from an analysis of questions on the Imagination
and Creativity Opinion Questionnaire where 90% of the students indicated
that one problem with drawing from their imagination was "not being able
to see things clearly enough to be able to draw them." As reported,
clarity and vividness of images, as well as the ability to recall them
played an important role in students' preference for GIT drawing experi-
ences over non-GIT conditions for drawing.
CHAPTER VIII
INTERPRETATION OF RESULTS
Introduction
The major finding of this study was that, based on analyses of the
quantitative and qualitative data, GIT played a significant role in the
increase of creativity and expression in drawing when compared to simi-
lar drawings done under non-GIT conditions.
The analysis of variance between subject, i.e., reading group, and
within subject (stages) indicated that group was not a significant fac-
tor in change of performance. There was, however, a significant differ-
ence among the overall means of the three stages. Furthermore, the two
groups differed in their change over stages. This change was seen 1)
in the small gain by the "high" group as they moved from Stage 1 to
Stage 2, in contrast to the larger gain experienced in the same frame by
the "low" group, and 2) by the very large gain experienced by the "high"
group as they moved from Stage 2 to Stage 3, a gain not matched by the
"low" group. Thus, there was a significant difference in progression by
group through stages.
Interpretation of the Findings
The cause of this difference in progression between groups is un-
clear from the available data. A larger sample and more refined data
might illuminate this finding. However, there are several possible ex-
planations. I.Q. and reading group ("A" or "B") were highly correlated,
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at a .841 level of significance. The students in the "high" group per-
form exceptionally well in areas requiring verbal, rational, and logical
faculties. This can be seen by the very high scores they have achieved
as a group, not only on standardized tests in language and math, but by
the very high academic grade averages they have compiled in English,
Math, and Science classes. The researchers in the field of techniques
similar to guided imagery may indeed be correct in assuming that this
type of active, conceptual knowledge may interfere with creative, visual
experience and that the process and involvement in altered states of
consciousness, such as GIT, allow a break to take place. When this oc-
curs these logical and analytical abilities can be momentarily replaced
by the ascension of imaginative, expansive, unconscious faculties where-
in lies the capacity for creative thinking and expression.
The small gain the "high" group achieved from Stage 1 to Stage 2
may be linked to the fact that traditional verbal communications were
involved in the directions and that verbal and analytical thought pro-
cesses were still intact as these "high" students approached the given
task of drawing a "make-believe garden." The remarks during the inter-
views suggest, for example, that memory images as well as the "correct-
ness" of representing objects, was operant in the depiction of the sub-
ject matter and its images in Stage 2.
When this "high" group went through the experience of GIT in Stage
3, however, a variety of new factors affecting their imaginative and
imaging faculties and the resulting product seemed to take place. There
is no way of ascertaining that a switch from dominant left mode thinking
to right mode processing took place, but the comments from the partici-
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pating students as they conveyed their feelings verbally, that accompan-
ied GIT and the process of image formation that took place suggest that
some kind of change, be it a shift from the L-mode to the R-mode, or
some other as yet undescribed process took place. The result was a
state or setting that allowed these students to be more imaginative, to
see new and different things in unique juxtapositions, and to accept as
reality something that was not. This change was also accompanied by a
reduction in "internalized verbal chatter" and by relaxation, elements
that several researchers (Gowan, Edwards, Khatena) noted as necessary
conditions for the stimulation of creativity. This special state of
awareness also seemed to allow for some of the elements that dominate
Arieti’s "magic synthesis" concept of creativity to take place. Thus,
smiling polar bears, blue rabbits, gardens in winter, loud and hard
things, combinations of colors and shapes never seen before in the real
world could co-exist and blend together in a creative visual expression
through these students' drawings, and could be expressed through inno-
vative uses of materials.
The gain from Stage 2 to Stage 3 of the "low" group, though not as
dramatic as that of the "high," was still significant. Again, a multi-
tude of possible explanations exist. One possibility is that their po-
tential is simply not as great as that of the "high" group. Perhaps
their hold on the verbal and analytical tendencies is tenacious and they
are less willing to relinquish it. But, their remarks, made during the
interviews, were strikingly similar to those made by students from the
"high" group when they discussed experiences under GIT drawing condi-
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tions. The effect was the same. Activation of imaging and imagining
facilities was just as apparent in this group as in the other. Their
materialization of the product, however, was at a lower level, but an
examination of the work done throughout the school year in regular art
class by this "low" group showed work that was generally inferior in
content, execution, and originality to the work done by the "high" group
students. However, the fact that gain was achieved should not be over-
looked. Change did take place. This change was most obvious in terms
of behavioral responses, which closely coincided with those that took
place in the "high" group. Likewise, students from the "low" group were
as articulate as their classmates in the "high" group in relating the
change in person and experience under GIT. For the first time, at least
in art class, these generally poor achievers were not only stimulated to
behave differently, but they strove to achieve. Not only was there an
apparent "redistribution of attention," as Hilgard (1965) put it, but
the majority of students in this "low" group felt that their drawings
were superior to works done previously and showed a widespread interest
in doing more drawings "that special way." Both of these factors v/ere
unique for this group. It is apparent that a special nerve was touched
with these generally poor achievers, and that with further refinement
and work on similar GIT experiences, their potential might be even more
fully realized. They had been touched, they had achieved, and they were
proud of their results. Above all, they wanted to learn "how to do
this" again.
Analyses of the data also revealed that there were many areas in
which the "high" and "low" groups were similar. For example, there were
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marked behavioral changes in GIT, as documented in the observational re-
ports, in both groups which are reminescent of behaviors exhibited in
other altered states of consciousness. Students, for example, were
deeply involved in GIT as evidenced by a reduction in noise, slowed body
movements, intense concentration and changed work habits. Additionally,
there was the quiet that so many students mentioned as a necessary con-
dition and a facilitative one for GIT drawing. Further, there was the
quiet that was reported as pervasive throughout Stage 3, again, regard-
less of group.
Indeed, many of the comments made in the interviews correlated with
the observational accounts and the statistical analyses. Students in
both groups, for example, did feel that their drawings contained "more
imagination," were more creative than works from previous stages. They
had seen things very vividly and as actually existing in their "special
place." Concern with careful duplication of what they saw and where
they were was evident not only from the exceptional amount of time de-
voted to their drawings, but by the need, the insistence by some, for
materials that would enhance the authenticity of such works.
This striving for accuracy in drawings of GIT, however, is quite
distinct from the usual emphasis adolescents place on the "correctness"
of their depictions. Motivation appeared to be the catalyst in GIT,
bringing care and precision to bear on the product. It was if the stu-
dents were saying "I like this and want to do it well, and I will take
the time, and be precise in my creation of the images stimulated by my
imagination." Accuracy thus became a positive factor, contributing to
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the drawing process rather than a negative commodity that would normally
lead to frustration and the ultimate discarding of attempts to complete
the product. It is significant, I believe, that in Stage 3 only two
students out of the sample of 20 started their drawings over. This con-
trasts with the larger numbers who did so in Stages 1 and 2. This is
also in contrast to my impressions, accumulated over many years of
teaching art, of wastebaskets full of works at the end of each period.
The purpose for introducing GIT as a teaching device in the art
classroom was an attempt to overcome, or at the least to lessen, some of
the restraints on visual expression that contribute to the plateau evi-
dent in the artistic development and creative growth of the adolescent.
As pointed out, the usual work of this age group is characterized by a
stiltedness, by less demanding schemas, and by what some have referred
to as "perceptual illiteracy" and "loss of aesthetic sensitivity." This
period was summed up by Gardner's (1973) remark that in adolescents
there is a move away from being producers of art, as they eagerly were
as younger children, to becoming passive spectators of the works of oth-
ers.
The analyses of drawings produced under GIT show an abandonment of
accepted and stereotypical schema. That type of imagery is replaced by
innovative, original and creative ones. Although it was not measured in
the DSCD, all of the raters involved in the judging process commented on
the "sophistication" exhibited in some of the drawings. The raters no-
ticed that these drawings demonstrated a superior mastery of overall
composition and incorporation of sophisticated and complex imagery. The
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term to describe this characteristic of the drawings was "elusive," and
would be difficult to translate into a qualitative measurement, but it
was apparent to persons with extensive training, personal success as
artists, and many years of teaching experiences. This awareness of an
aspect in some of the drawings is just as important, perhaps, as the ab-
solute conclusions about hypotheses or constructs in terms of statisti-
cal significance. When these remarks were made, the raters were unaware
as to stage or group the drawings so indicated were from. Later examin-
ation showed the drawings all emitted from Stage 3 and were primarily
from the "high" group.
A similar remark was made by judges regarding the use of color.
Again, this was not an item on the DSCD, but there were many comments on
the "extraordinary" use and effect of color with unexpected juxtaposi-
tions, and subtle modulations from flatness to brilliance, all evident
in the drawings from Stage 3.
These two aspects, "sophistication," and use of "color" when com-
bined with the measured qualities indicate a rather sharp departure from
"loss of aesthetic sensitivity," and "perceptual illiteracy."
When the sequence of drawings through stages by individual students
was examined as a unit, it suggested to several observers that the draw-
ings displayed a change in movement by the artist-student from a posi-
tion close to the subject in Stage 1 to one more removed in Stage 3.
Furthermore, it was also noted that there was a tendency towards symme-
try in Stage 2 as compared with a relative asymmetry in Stage 3 drawings.
The final objective of exploring, understanding and defining ere-
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ativity is to focus on procedures which can enhance its expression, its
actualization, and echoes the remark that without process there is no
product and without product there is only fantasy. It was the objective
of this study to explore the creative product and the creative process
via GIT.
When Jacque Lipschitz spoke about the freedom to create, he re-
marked that it is something one has to conquer, to fight for, because it
is not just given. He went on to say that what is known is very little,
that it is the unknown which must be put to work. Lipschitz concluded
that in the creative process it is this unknown which must be caught and
put to work, but that to catch it a net is needed. Judging the results
of this study, I believe one such net is, indeed, guided imagery.
CHAPTER IX
IMPLICATIONS FOR FURTHER STUDY AND RECOMMENDATIONS
FOR IMPLEMENTATION IN THE EDUCATIONAL CURRICULUM
This study has shown that the technique of guided imagery enhances
creativity in the art productions of a group- of 7th grade students. The
responsible mechanisms and possible uses of this finding are areas for
conjecture and further investigation.
An untapped potential for creativity seems to exist, which is gen-
erally concordant with "intelligence," and which is usually blocked at
the adolescent plateau of art development. GIT seems to release this
potential and spark chain reactions that result in creative expressions.
Would GIT alter the course of art and/or academic expression if started
early in education? Would GIT modify or even avoid plateaus through its
postulated "releasing" effect if used early and frequently? These and
similar questions suggest the need for further, primarily longitudinal
studies
.
This study was based on a small sample, primarily because of con-
straints inherent in the rating process utilized for assessing the draw-
ings done and in the measurement instruments used. Work with a larger
sample might enable a more in-depth study to be made and could add va-
lidity to the findings of this study. Such data might, for example, re-
veal other differences and similarities in the behaviors and results of
different academic groups, as well as generating more specific informa-
tion on the type of progression that takes place as students move from
non-GIT to GIT experiences.
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It would also be of interest to assess the effect of GIT over time.
This would require a longitudinal study that would observe students who
had experience with GIT as a constant component in their art curriculum
and compare them with students who were not exposed to such treatment.
Thus, a determination of the long term role of GIT on creative proces-
sing and product could be made.
Of additional interest would bo the exploration of possible alter-
natives in the suggestions inherent in GIT. For purposes of this study,
the subject matter over stages of treatment remained constant, enabling
a degree of control of intervening variables. However, a large variety
of possible directions can be incorporated into the GIT suggestions.
Students could, for example, expand their imaging and imagining capaci-
ties into tangential areas of their own making, or funnel their imagina-
tion so that a single entity becomes a microcosm for in-depth explora-
tion. The role of the suggestor in GIT is that of a guide and no more.
The real work is done by the individual who is responding by processing
his or her own images in a way that produces a creative product. Thus,
the possibilities for stimulation and enrichment of that process through
GIT are unlimited.
One of the unique characteristics of GIT is that it can be easily
adapted to any area where the educational concern is to enhance and de-
velop creativity, and indeed, learning. For as Eisner (1974) pointed
out, the development of creativity does not rest solely with the art ed-
ucator. Using a device like GIT as an educational tool in its simplest
form means drawing upon the capacity everyone has for involvement. The
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involvement in GIT is somewhat special, however, because attention be-
comes concentrated, as all the intervening chatter from external sources
is "removed" and the internal chatter that also interfers is set aside.
Made receptive through a relaxation procedure, and a sense of self-
determination as to how the suggestions presented by the suggester are
internalized and processed, students can find themselves immersed in an
experience that is challenging, exciting, and most importantly, produc-
tive.
Some educators may resist the incorporation of GIT in their class-
room. Their devotion to tried and comfortable methods, lack of interest
in the new, criticism for the untried, may persuade them to persist in
the safer and easier orthodox educational process, but their results
will continue to be largely stereotypical and to lack stimulation of stu-
dents toward creative thinking and learning.
Clearly, art education requires, perhaps demands, innovative teach-
ers capable and courageous in their pursuit and use of new techniques
like GIT. Though all progressive educators are concerned about the de-
velopment of creative processing and producing, art educators have a
particular concern to develop and refine perception, to transform images
into a visual form and to use expressive and creative modalities to com-
municate.
The young child, unencumbered by societal expectations or self-
imposed restraints, follows a course in visual artistic development that
moves progressively from simple manipulation of materials, to symbolic
graphic formations, to visual compositions that communicate with their
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expressive and creative blend of bold colors, shapes and lines.
The demands placed on art teachers working with young children are
often related to logistics, of fitting and/or co-ordinating art lessons
into the established curriculum, of enlisting the co-operation of the
regular classroom teachers, and having an ample and varied supply of ma-
terials available (as well as equipment with which to perform clean-up
chores). Indeed, it appears that two of the main concerns of elementary
art teachers are: 1) the cautious reconsideration of the axiom that
teaching art interfers with artistic expression, and 2) the prudent ap-
plication of the voluminous pamphlets on "creative art lessons" that
clutter their mailboxes.
Involvement with the art education of the adolescent, however, pre-
sents a unique challenge. Conventional approaches, where the goal is
the continuation of the artistic and aesthetic education of adolescents,
seem ineffective in helping them cross that ever looming plateau which
seems to prevent such expansion from being realized.
In a sense, art education for adolescents should be a re-education-
al process, one harkening back to earlier phases of artistic develop-
ment and expressive traits characteristic of early pre-adolescent years.
To re-educate students in creativity, factual knowledge must at times be
suppressed, logic momentarily suspended, and the courage and capacity to
deviate from the known, the accepted, the "right" must take place, then
creative artistic freedom can occur. The role of the teacher is to re-
activate students' capacity for imaginative involvement and then to sup-
port and help amplify that capacity. This may mean that teachers must
no
re-write the "rules for the game" referred to by Michael (1964), because
such rules imply that students have read them, know them, have internal-
ized them, and have assessed their rightness or wrongness. But the
question is, for whom are these rules right or wrong? Concern with rules
that emanate from either society and/or peers and enforced by both, re-
sult in the abandonment of further creative producing activities and in-
creasingly convert adolescents from their earlier role as participants
into viewers, uninvolved spectators, as Gardner (1973) described them.
Having become uninvolved spectators, adolescents find more support
for that role provided by an educational system which increasingly re-
lies upon the learning of logical modes of thought. Art educators, par-
ticularly those whose charges are adolescents, would do well to heed
Reed's (1956) warning that such devotion is directly implicated in the
subsequent downfall of aesthetic and creative experiences of their stu-
dents.
Elimination of the "rules" and re-establishment of creative imagin-
ing facilities are two of the main components of GIT experiences. Stu-
dents can deviate, both from logic, reality and the concept of "right-
ness" and be unafraid because no one else can determine if or where a
mistake has been made. Likewise, information that normally would con-
tradict the imagined images of GIT can also be ignored. The result is
a visual artistic expression which can be valued and enjoyed by the
maker and is rarely discarded in the wastebasket.
In the case of this experimental study using GIT, students reported
that they were stimulated and that their imaginations were enhanced.
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Further, they enjoyed using GIT and looked forward to a repetition of
those Imagining experiences that, as one student put it, "lets you
really explore 'Fantasy Island'."
Reliance upon purely verbal means of communication was also set
aside and replaced, once again, as in their early childhood, by visual
means. As a student explained, GIT was really furs, because "you can ex-
press what you're feeling easier than if you were saying It orally."
That one statement reflects the primary goal of art education, to be
able to express what is being felt. GIT allowed this expression to take
place and at the same time provided the environment that made such ex-
pressions creative ones.
Interviews conducted for this study provided an intimate view of
the conditions necessary for creative imagining processing activities
to take place. Most students expressed a need for quiet and minimal
distraction. But, the usual art classroom with its noise, confusion,
and bustling activity is the antithesis of what most students reported
as necessary conditions for such creative processing to take place. It
is the unique capacity of GIT to create a tailor-made environment with
sound for those wanting it and special stillness for others who do not.
That net, referred to by Lispchitz, which can catch the unknown,
capture the imagination and put it to work, is available to educators in
the technique of guided imagery. GIT can release a student's individual
potential not just in art, but in other areas of creative activity such
as writing, music and dance. Thus, through GIT, artistic and creative
development and expression need not remain stranded on a plateau during
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adolescence, but can become instead vital elements in the ongoing and
expanding process of creativity and learning.
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Figure 5
Drawing of "A Garden" from Stage 1
by "Karen" (12" x 18")

Figure 6
Drawing of "A Make-Believe Garden" from Stage 2
by "Karen" (12" x 18")
130
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Figure 7
Drawing of "The Magical Garden" from Stage 3
by "Karen" (12" x 18")
132
Figure 8
Drawing of "A Garden" from Stage 1
by "Liz" (12" x 18")
/S'///
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Figure 9
Drawing of "A Make-Believe Garden" from Stage 2
by "Liz" (12" x 18")

137
Figure 10
Drawing of "The Magical Garden" from Stage 3
by "Liz" (12" X 18")
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Figure 11
Drawing of "A Garden" from Stage 1
by "Mike" (9" x 12")
140
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Figure 12
Drawing of "A Make-Believe Garden" from Stage 2
by "Mike" (9" x 12")
V-v.
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Figure 13
"The Magical Garden" from Stage 3
by "Mike" (12" x 18")
Drawing of
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j
Figure 14
Drawing of "A Garden" from Stage 1
by "Barb" (9" x 12")
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Figure 15
Drawing of "A Make-Believe Garden" from Stage 2
by "Barb" (9" x 12")
/(^/Ol
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Figure 16
Drawing of "The Magical Garden" from Stage 3
by "Barb" (9" x 12")
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Figure 17
Drawing of "A Garden" from Stage 1
by "Tom" (12" x 18")
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Figure 18
Drawing of "A Make-Believe Garden" from Stage 2
by "Tom" (12" x 18")

Figure 19
Drawing of "The Magical Garden" from Stage 3
by "Tom" (12" x 18")
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Figure 20
Drawing of "A Garden" from Stage 1
by "Kathy" (9" x 12")
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Figure 21
Drawing of "A Make-Believe Garden" from Staae 2
by "Kathy" (9" x 12")
160
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Figure 22
Drawing of "The Magical Garden" from Stage 3
by "Kathy" (9" x 12")
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ROUSE DESCRIPTIVE SCALE FOR CREATIVE DRAWING
Ra ter
Number , of drawing^
In each of the following circle the number of the item which most clear-
ly represents your evaluation of this drawing.
Item I: Differentiation Domain
1. Shape : Non-Variation/Variation
In regard to shapes (2 dimensional areas defined by contour), would
you describe this drawing as:
(1) Shows 1^ variation in shapes: shapes are all similar
(2) Shapes are mainly similar, but some small variation is shown
(approximately 75% to 25%)
(3) Shows about 50% varied shapes, 50% similar shapes
(4) Shapes are mainly varied, although some similarity is shown
(approximately 75% to 25%)
(5) Shapes are extremely varied: show iw similarity in shape
2. Line : Non-Variation/Variation
In regard to line (the representation of objects, action or decora-
tion by strokes or marks created by the medium; crayon, pencil,
etc.), would you describe this drawing as:
(1) Shows no variation in line; lines are all similar
(2) Lines are mainly similar, but some small variation is shown
(approximately 75% to 25%)
(3) Shows about 50% varied lines, 50% similar lines
(4) Lines are mainly varied, although some similarity is shown
(approximately 75% to 25%)
(5) Lines are extremely varied: shows jto similarity in lines
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3. Amount of Texture
In regard to texture (the real or apparent surface quality of an
object) would you describe this drawing as:
(1) Completely lacking in texture
(2) Shows a small amount of texture
(3) Shows a moderate amount of texture
(4) Shows a good deal of texture (at least 4 different ones)
(5) Shows a great amount of texture: most surfaces are varied in
some way
Item II: Space Domain
1 . Non-Symbol 1 sm/Symbol i sm
In regard to symbolism (forms which use suggestion to express ideas
otherwise intangible), would you describe this drawing as:
(1) Shows no symbolism
(2) Shows only a small degree of symbolism
(3) Shows a moderate amount of symbolism
(4) Shows much symbolism, although some parts of composition may
not be symbolic
(5) Shows a high degree of symbolism: composition is completely
symbol 1c
Item III: Kinesthetic-Spontaneity Domain
1. Handling: Careful ness/Freeness
In regard to handling (shown by the treatment of materials, and evi-
dence of the kinesthetic character of the utilization of tools),
would you describe this drawing as:
(1) Shows an extremely careful, precise treatment of materials
(2) Shov/s more of a careful, precise treatment of materials than
freeness of fluidness although some traces of latter present
(3) Approximately 50% careful, precise treatment of materials,
50% freeness or fluidness
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(4) Shows more freeness, fluidness in treatment of materials than
careful, precise treatment, although some traces of the latter
are present
(5) Shows an extremely high degree of freeness, fluidness in treat-
ment of materials
Item IV: Non-Conformity Domain
1
. Non-Original ity/Original ity
In regard to originality (shown by inventiveness, uniqueness, non-
imitativeness)
,
would you describe this drawing as:
(1) Shows complete lack of originality: is imitative, stereo-typed
(2) Shows mainly imitativeness or stereotype; although some small
part may be somewhat out-of-the ordinary
(3) Shows moderate amount of originality
(4) Shows a good deal of originality
(5) Shows a high degree of originality
2. Mode of Representation: Real ism/Abstraction
In regard to the mode of representation employed, either realism
or abstraction (realism would be shown by the depiction or attempt
to achieve depiction of objects as they exist; abstraction would be
shown by the attempt to generalize or universalize the object),
would you describe this drawing as: (Note: here you are looking for
a mode created by intent, and not merely by a lack of a skill.)
(1) Shows extreme realism or naturalism: no evidence of abstraction
can be seen
(2) Shows more realism or naturalism than abstraction, but some
of the latter can be seen (approximately to 25%)
(3) Shows about 50% realism and about 50% abstraction
( 4 ) Shows more abstraction than realism or naturalism, but some
of the latter can be seen (approximately 75% to 25%)
(5) Shows extreme abstraction; no evidence of realism or naturalism
can be seen
3. Fluency/Lack of Fluency*
In regard to fluency (the generation of many ideas around a theme).
would you describe this drawing as:
(1) Shows no^ fluency
(2) Shows samll amount of fluency
(3) Shows moderate amount of fluency
(4) Shows a good deal of fluency (at least four variations)
(5) Shows extreme amount of fluency
*From Variables Associated with Producing Art - Silverman, 1976.
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VELDMAN ADJECTIVE SELF-DESCRIPTION QUESTIONNAIRE
Your name:
Last First
Your division:
Boy
Directions: Circle iONE of the five numbers after each of the followii
descriptive words to show how well each describes you. Try to descril
yourself as you really are--not necessarily the way you would like to
be. A number 1 means this does not
means this describes you very well.
NO
describe you at all
Work carefully.
,
a number 5
YES
1. anxious T” 2 3 4 5
2. charming 1 2 3 4 5
3. cheerful 1 2 3 4 5
4. clever 1 2 3 4 5
5. complicated 1 2 3 4 5
6. efficient 1 2 3 4 5
7. emotional 1 2 3 4 5
8. foolish 1 2 3 4 5
9. gentle 1 2 3 4 5
10. good-looking 1 2 3 4 5
11. good-natured 1 2 3 4 5
12. handsome 1 2 3 4 5
13. idealistic 1 2 3 4 5
14. impulsive 1 2 3 4 5
15. indifferent 1 2 3 4 5
16. individualistic 1 2 3 4 5
17. industrious 1 2 3 4 5
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18. industrious
19. irresponsible
20. kind
21
. 1 azy
22. loud
23. moody
24. nervous
25. obnoxious
26. organized
27. outgoing
28. pleasant
29. sophisticated
30. practical
31. precise
32. quiet
33. reckless
34. reflective
35. reserved
36. rude
37. day-dreamer
38. shallow
39. sharp-witted
40. shy
41. silent
42. soft-hearted
YES
2 3 4 5
2 3 4 5234523452345234523452345234523452345234523452345234523452345
2 3 4 5234523452345
2 3 4 5
2 3 4 5
2 3 4 5
2 3 4 5
1
1
1
1
1
1
1
1
1
1
1
1
1
1
1
1
1
1
1
1
1
1
1
1
1
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43. creative
44. spontaneous
45. stable
46. steady
47. sympathetic
48. talkative
49. temperamental
50. tense
51 . thorough
52. timid
53. touchy
54. unconventional
55. warm
56. worrying
57. imaginative
YES
2 3 4 5
2 3 4 5
2 3 4 5
2 3 4 5
2 3 4 5
2 3 4 5
2 3 4
‘
5
2 3 4 5
2 3 4 5
2 3 4 5
2 3 4 5
2 3 4 5
2 3 4 5
2 3 4 5
2 3 4 5
m
1
1
1
1
1
1
1
1
1
1
1
1
1
1
1
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IMAGINATION AND CREATIVITY OPINION QUESTIONNAIRE*
Your name: Your division
Directions:
In each of the following questions you will be asked to check off which
answer, or answers, best describe how you feel about the question.
Think carefully about each answer before you choose the answer which
best
_ describes how you feel. Remember that these answers are your own
feelings and thoughts of others. It is important here that you check
off your own feelings about each question.
1. As you go through the following list of things, check off the
appropriate box which best describes what you think this thing
or idea represents:
Imagin-
ation
Memory Imagination
and
Memory
Neither
]
Imagination
or Memory
a. pretending things
are there that
really aren't
b. thinking about
something someone
described to me that
I have seen
c. remembering exactly
what something looked
1 i ke
d. day-dreaming about
something I saw
e. making-up things I
never saw before
f. thinking about some-
thing someone de-
scribed to me that
I never saw
*Based on Ideation of Perceptual Openness Questionnaire (Burkart, n.d.)
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Imagin-
ation
Memory Imagination
and
Memory
Neither
Imagination
or Memory
g. making-up things
from different
things I saw or
know
h. day-dreaming about
something I never
saw before
2. In order to draw or paint things an artist must use his imagination
( ) all the time
( ) most of the time
( ) some of the time
( ) once in a while
( ) never
3.
* I imagine things, places, and people
( ) all the time
() a lot of the time
( ) some of the time
( ) once in a while
( ) never
4. If I want to imagine or fantasize what something might look like,
I do best when I
( ) close my eyes
( ) just stare off with my eyes open
( ) start to draw without anything in my mind
( ) doodle or sketch
( ) day-dream
( ) listen to music, or hum or sing
( ) play, run, dance
5.
* If I am in a crowded, noisy, place it is
( ) very difficult for me to imagine things
( ) a little difficult for me to imagine things
( ) easy for me to imagine things
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6. I think things that artists make-up in their imagination are
(check off an answer in each group)
6A*
( ) very stupid
( ) sorta stupid
( ) kind of interesting
( ) very interesting
7* I imagine best in
6B
( ) very weird
( ) sorta weird
( ) kind of fascinating
( ) very fascinating
( ) a noisy, crowded place
( ) a quiet, empty place
( ) it doesn't make any difference where I am
8. In order for an artist to use his imagination and fantasy, he
must have
( ) seen the thing he's drawing or painting somewhere
( ) heard somebody describe the thing he's drawing
( ) seen things like the thing he's drawing/painting
( ) just thought it up in his mind without ever seeing or hearing
about what he's drawing/painting
9. I use my imagination and fantasy best if
( ) someone tells me some specific things to me that I can
start with
( ) someone suggests some general ideas to me and I go from there
( ) no one says or suggests anything to me and I start by myself
10. When I imagine or fantasize about a place, a thing, or a person,
it seems
( ) very real, as if it is actually there
( ) somewhat real as if it seems to be there
( ) kind of vague and not too real
( ) very vague and not real at all
11.
When I try to draw/paint the things I imagine or fantasize they
( ) look exactly like what I imagined or fantasized
( ) look somewhat like what I imagined or fantasized
( ) don't look very much like what I imagined or fantasized
( ) don't look anything at all like what I imagined or fantasized
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12. When I have trouble drawing/painting the things I imagined it
happens because (Check off an answer for each item)
a. I don't want people to see what I was really imagining
( ) yes ( ) no
b. I didn't see the things clearly enough to be able to draw
them accurately
( ) yes ( ) no
c. I had trouble remembering what I imagined
( ) yes ( ) no
d. I am not good enough at drawing to make it look exactly like
what I imagined
( ) yes ( ) no
e. I can't keep imagining the same thing over and I lose or
forget what it looks like
( ) yes ( ) no
13. When people use their imagination and fantasy to draw/paint, some-
thing which nobody else has ever seen, other people (check off
all that you feel describe your thoughts best)
( ) may feel they are crazy
( ) may feel they should not make-up things that aren't really
there
( ) may feel they can do whatever they want to do
( ) may be very interested in what they have done
( ) may have imagined something like it but were afraid to
make it
( ) like it
( ) may like it very, very much

